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Abstract

This thesis aims to understand the users’ perspectives on digital museum collections.
Identifying challenges that museums face in terms of digitalisation, in combination with
best practices, therefore offers a new understanding of a constantly changing field of
study. A thorough review of theory and literature addressing digital museum collections
globally ensures that the findings of this study can offer insights beyond Hallands

Konstmuseum or the Swedish context.

An interview with Annelie Tuveros, director of exhibitions at Hallands Konstmuseum,
provided an insight into the specific challenges and goals the museum hopes to address
by developing a digital collection. An online survey was conducted to provide a user-
centric perspective on the issue. The insights from the literature, the interview, and the
user survey are then integrated under the principle of a mixed-methods approach,
providing the basis for the recommendation of solutions. These solutions are developed
based on design thinking principles, offering a targeted analysis and approach to

addressing the needs of Hallands Konstmuseum’s digital collection development.

The research findings are presented as action proposals, guiding the museum towards a

more user-centric development of its collection to increase audience engagement.

Keywords: (Digital) Museums, Cultural Heritage, Digitalisation, Digital Platforms,

Democratisation, Accessibility, Design Thinking, User Engagement



Table of Contents

R 101 oo [0 Tox o] o ISR 7
1.1, Research BaCKgroUNG ...........ccocooiiiiiiiiieieiese et 8
1.2, Hallands KONSIMUSEUM .......c.oiiiiiiiiiiiieieie e 10
1.3, ReSearch QUESLIONS .......cccueiiiiiiiiiie ettt be e re e saee s 11

y Y 1=11 T (o] (oo YA SRRSO 13
2.1, Research Paradigm ...........ccooiveiiiiiiiiecc e 13
2.2.  Mixed-Methods APProach.........cccoveiiiiiiiiicii e 14

2.2.1. USEE SUIVEY .ottt sttt sttt sttt e et e et be e ieeennee s 15
2.2.2. INEEIVIBW ...ttt et sre e e e naeenee s 19
2.2.3. DESIGN PIrOCESS. .....eeuviteitiiteste ettt bbb 21

3. Theoretical FrameWOIK .........cccoiiiiieiiiie et 23
3.1.  Democratisation of Cultural Heritage ............ccocooviiiiiiniciciee e 24
3.2.  The “Distributed MUSEUIM™ ........cciiiiiiiieiiiieiiiee e 26
3.3.  (Critical Dimensions of) Platformisation ...........c.ccccceeveveiieie s 28

4. Literature Review: Current State of Museum Research.........ccccoovvvveneiiicnnnnnn, 31
4.1.  Definition Of MUSEUMS ........ccciiiiiiiiieieie e e 31
4.2.  Current Developments and State of Museum Research ...........ccccocvvivnennnne 31

4.2.1. Impact of Digitalisation 0N MUSBUMS ..........cccceiiiineninieeec e 31
4.2.2. Technologies Used in Museum Digitalisation ............ccccoeveieniiinnne. 33
4.3.  Development of Digital Museum Collections..........ccccoccvvvevveieniieneeneseee 34
4.3.1. Potential of Digital COECTIONS ..........ccoiviiiiiiireecee 35
4.3.2. Challenges for Digital MUSBUMS .........cccccvveiiiiieieece e 36
4.4.  Users of Digital CollECtIONS .........c.coiveiiiiiiiiciecc e 37
4.4.1. Identification of Key USEr GroUPS ..........ccouevuverieiieiieie e sie e 37
4.4.2. IMIOTIVAEOTS. ...ttt ettt 38
4.4.3. Collaborative, Public ENgagement ...........c.ccoovveiiinieiene e 40
4.5, MaIN TAKEAWAYS ... ccueiiiiiieitesiesii sttt sb et 41

5. EMPIrical Data ANAIYSIS........coiiiiiiiiiiiiiiieieie et 42
5.1.  Identification and Analysis of Good Examples in Literature..............cc.co...... 42
5.2.  Presentation and Analysis of the USer SUIVEY .........ccccoovvvviiieneic e 49

5.2.1. Descriptive Quantitative ANalySiS.........cccoeviieiiiiiiieiie e 49
5.2.2. Thematic Qualitative ANalySIS ........coovvviiiiiiiiee e 59
5.3.  Presentation and Analysis of the INterVIeW ...........ccccevieiiieiie e, 66



5.4. Integration of the Quantitative and Qualitative Data.............c.cccoevvveeinernnennn, 69

5.5.  Identification of REQUIFEMENTS ........ccviiiiiiiieiee e 70
5.6.  Action Proposals for Hallands KONStMUSEUM............ccoeieeieiieieese e 72
5.6.1. Increased Social Media PreSencCe ........ccccoeveieneiinesieeee e 72
5.6.2. Prioritisation through Community-Driven Digitalisation ...................... 73
5.6.3. Increased Collaborations ... 75
5.6.4. Impact Measurement through Implementation of a Feedback Loop...... 75
5.6.5. Crowdsourced Metadata ENhanCements...........ccocveveveieneieninescscens 77
5.6.6. Use of DigitaltMuseum*‘s Affordances............c.ccoovriieiiiiciiciinicniennns 78
(070 o] 111 [ o FO OSSR 80
RETEIBNCES ... ettt be e ereereenee e 82
APPENTICES ...ttt et e et e e e s r e et e e re e e b e e be e e raenreenne e 90



List of Figures

Figure 1: Theoretical Framework ..........ccccviiiiiiiiiiiiii e 23
Figure 2: Visualizing the distributed museum. Dziekan & Proctor (2019, p. 179)......... 27
Figure 3: Objectives guiding the digitalisation of museum collections. Graze (2020).. 35
Figure 4: Age distribution among survey respondents, n =43 ...........ccccoeiiriiiieinnnenn 50
Figure 5: Gender distribution among survey respondents, n =43 .........cccccvvirveiennenn. 50
Figure 6: Country of residence of the survey respondents, n =43 .........cccccocvriiinnnnn 50
Figure 7: Digital visitor statistics at Hallands Konstmuseum. Andreas Johansson (2024)
VI PIIMIUS. .ot 51
Figure 8: Frequency of engagement with general museum content and digital museum
(1) §LTes L) o TS R X TP SRR 52
Figure 9: Reasons for engagement, N = 37 .......cccccoviiiiieiiniiinie e 53
Figure 10: Access points to digital museum collections, n =33 ........ccccceiiriiiieiinnenn 55
Figure 11: General user interests, N =43 .........ccccooiiriiiiieiinenee e 56
Figure 12: User interests within the field of art, n =43 ... 57
Figure 13: Desired platform features and functionalities, n =41 ........ccccccoriveriinieennn. 58
Figure 14: Examples for feedback posts on Hallands Konstmuseum’s social media
PAZES -ttt ettt etttk e e e e 76
Figure 15: Types of content that are published on DigitaltMuseum. Via
DiIGIAltMUSEUITILSE. ...ttt bbb 78
Figure 16: Proposal for an added option at the Taskbar. ...........cccooirieiiiiiiiiiicien 79
List of Tables

Table 1: Good Examples - LIterature ...........cccooeviiiiiiiiiiiiiics s 42
Table 2: Good Examples — LANSMUSEET ........cccvviiiiiirieiieiiieecsee e 46
Table 3: “What does ‘using digital collections’ mean to you?”.........cccevvveevnennieennnnnn. 59
Table 4: “Do you have a favourite digital museum or digital collection?” ................... 62
Table 5: “Do you have any criticisms or suggestions for improving the content of digital
MUSEUM COILECHIONS?™ ... 63
Table 6: “Do you have any additional comments or feedback about your experience
with digital museum ColleCtionS?” .........ccooiiiiiiiiieie e 65
Table 7: Presentation of the Goals identified during the interview with Annelie Tuveros
........................................................................................................................................ 67
Table 8: Presentation of the Challenges identified during the interview with Annelie
TUVETOS ittt e e e e s r e 68
Table 9: Integration of interview and survey data ...........cccccovvieiiiiiiiiiiieee, 69



“Vocabulary”

Lansmuseerna

A cooperation council representing 24 museums located
across Sweden,

Operates with a mission to make the regions (= lidn)
cultural heritage accessible, deepen knowledge of the
diversity of the cultural heritage, increase insight into the
past, and document and convey the regional history and
the value of the cultural environments to the residents
(Lansmuseernas samarbetsrad., n.d.).

Stiftelsen Hallands
Lansmuseer

The Halland County Museum Foundation, which is made
up of two museums: the Halland Art Museum in Halmstad,
and Halland's Cultural History Museum in Varberg

Hallands
Konstmuseum

https://hallandskonstmuseum.se/

The art museum is located in the city of Halmstad, which
is located in the Swedish region called Halland. Also, the
subject of my research.

DigitaltMuseum

A platform for museums to present their digital collections,
developed by KulturIT with financing from the Norwegian
Arts Council,

Operating to make museum collections more openly
available by offering a central platform for museums,
especially in the Nordic countries, to use

Primus

The “background” of DigitaltMuseum, working as an
internal collection management system for museums,
allows the museum to organize and manage its collection
in more detail. However, the information that is available
in Primus is usually not available to the general public.

Bildupphovsritt

A centralized copyright system that collects royalties on
behalf of the artists when their works are used in different
contexts, such as in digital museum collections

Riksdagen

The Swedish Government, responsible for making laws
such as the Museum Act (Museilagen)

Museilagen

A framework law that regulates qualitative aspects of the
museums' activities concerning knowledge building, public
activities and collection management, cooperation and the
distribution of roles between the museums and the
principals and between the museums and the public
(Museilagen, 2023)

RiksantikvarieiAmbetet
(RAA)

“National Heritage Board”, Sweden’s central
administrative agency in the area of cultural heritage,
responsible for enacting laws that the government
implements concerning the museum



https://hallandskonstmuseum.se/

1. Introduction

Historically, museums have served as “repositories of specialist and closed knowledge”
(Pruulmann-Vengerfeldt, 2022, p. 4), housing vast collections that provide insights into
human history, art, science, and culture. However, under museums' traditional role,
access to these collections was often limited to a privileged audience (Pruulmann-
Vengerfeldt, 2022), with physical constraints and geographical barriers continuing to
hinder audiences' ability to engage with them fully. In Sweden, the transformation of
museums into more democratic and accessible institutions began to take shape in the
mid-20th century and has continued to evolve since then (Johansson, 2015). Especially
since the 1970s, the influence of social movements such migration and cultural diversity
has led to Swedish museums increasingly addressing issues of diversity and

accessibility (Johansson, 2015).

Globally, the emergence of new technologies, including the introduction of the internet,
has created new opportunities for museums. Besser (1997) argues that museums seeking
digital access have shifted paradigms in museum work and are likely to continue doing
so in the future. Besides new technologies making new types of interaction possible, the
outbreak of the COVID-19 pandemic has called for virtual experiences in line with
public health regulations. With the COVID-19 pandemic introducing “unprecedented
challenges for museums worldwide” (Eulenstein & Faber, 2023), government-imposed
measures such as contact restrictions and closures of public spaces have accelerated the
“recognition of the need of digital access to collections” (Wilson-Barnao, 2022, p. 8).
To sustain their relevance, museums were forced “to explore new means of delivering
access to collections” (Wilson-Barnao, 2022, pp. 8-9), turning to digital platforms to
offer programs such as virtual tours, online exhibitions, and educational resources to
their audiences. Broader trends in the cultural sector, such as debates on the
democratisation of knowledge and the increasing emphasis on audience engagement and
co-creation (Nightingale, 2021), shape the research surrounding the development of
digital museum collections. As museums navigate these complex dynamics, research
plays a crucial role in informing museum practices, evaluating the impact of digital
initiatives, and exploring new possibilities for the future of cultural heritage

preservation and dissemination.



This thesis, therefore, seeks to explore the implications of digitalisation on museums,
examining both the opportunities it presents and its challenges. A review of good
examples for museum digitalisation practices aims to contribute to understanding
museums' role in the digital age and provide insights into the practices for leveraging
digital technologies to enrich the museum experience. In combination with a user
survey and insights obtained through an interview with a museum professional, this
research will then inform the development of action proposals for Hallands

Konstmuseum.

1.1.Research Background

The term “Lansmuseum” describes the concept of a regional museum or museum
association with a mission to “make the county's cultural heritage accessible, deepen
knowledge of the diversity of the cultural heritage, increase insight into the past, and
document and convey the county's history and the value of the cultural environments to
the residents” (Ldnsmuseernas samarbetsrad, n.d.). A national organisation named
“Lansmuseernas samarbetsrdd”, describing the county museums’ cooperation council
which was formed in 1954, represents these 24 museum associations on a national level
intending to contribute to the exchange of knowledge and work for the common
interests of the county museums (Ldnsmuseernas samarbetsrad, n.d.). One of these
regional museum associations is the “Stiftelsen Hallands Lansmuseer”, which can be
translated to the Halland County Museums Foundation. Established with a “broad
mission in art, cultural history, cultural heritage and cultural environment™ (Stiftelsen

Hallands Lansmuseer, n.d.), it is an essential resource for the whole region of Halland.

To regulate the Swedish public museums’ activities, with an emphasis on collection
activities, knowledge building, public work and collaboration, the Swedish government
introduced the Museum Act in 2017 (Museilagen, 2023). By providing a legal
framework for public museums’ activities, the Museum Act highlights the importance of
museums for education, cultural experiences and free opinion formation (Museilagen,

2023).

The Swedish National Heritage Board, called Riksantikvariedmbetet, takes the

responsibility to fulfil the national goals for cultural policy and the state's cultural



environment work (Det Hdr Gor Riksantikvariedmbetet, 2017), acting on the goals and
assignments given by the government in the form of instructions and regulatory letters.
While Riksantikvarieimbetet has no prescriptive authority regarding the Museums Act,
the government tasked the authority to follow and report on how the museum law is

applied (Museilagen, 2023).

In the context of museums, these policies prominently relate to collection management,
public work, risk management and disaster preparedness, and digitalisation. Through its
“Strategy for Digital Cultural Heritage” (Nationell Strategi Fér Digitalt Kulturarv,
2024), which outlines the framework and goals for digitalising cultural assets,
Riksantikvarieimbetet aims to coordinate and support the work with digitalisation,
digital preservation and digital mediation in the field of cultural heritage (Det Héir Gor
Riksantikvariedmbetet, 2017). Programs for the digital transformation in the museum
sector include various initiatives that deal with national coordination, digital
infrastructure and skills development), providing guidelines and standards for the
digitisation process (Digital Omstdllning Pd Museiomrddet — Sammanfattning Av 2023,
2023.

Targeted government funding and grants, as well as training programs for museum
professionals, facilitate the implementation of these policies (Det Hdir Gor
Riksantikvariedmbetet, 2017). By conducting regular training programs and workshops,
Riksantikvarieimbetet provides resources for the development of the necessary digital
skills and knowledge for museum professionals to establish these policies effectively
(Det Hdr Gor Riksantikvariedimbetet, 2017). Initiatives, such as the Digital Museum
Initiative (“Digital Museilyftet”), aim to strengthen the museum staff's competence in

digitisation to support the museums' digitisation work.



1.2.Hallands Konstmuseum

Hallands Konstmuseum, located in Halmstad, Sweden, is a prominent cultural
institution offering an “extensive range of exhibitions and exciting program items”
(Halland Art Museum, 2023) and operates under the stewardship of Hallands
Lansmuseer. Established in 1933 (fig. 1) as a municipal museum, it has since evolved
into a dynamic cultural centre that showcases a “diverse range of art and cultural
heritage, focusing on fine art, vernacular and tapestry paintings, archaeology, textiles,

city history and products made locally in Halland” (The Collections, n.d.).

Over the years, the museum has undergone extensive renovation and expansion,
“financed and collaboratively carried out by Region Halland, the municipality of
Halmstad and the Halland County Museums Foundation” (Halland Art Museum, 2023).
The new museum building, which reopened in October 2019, can accommodate its
growing collection by satisfying the strict climate and safety requirements necessary to
exhibit previously precluded artwork (Halland Art Museum, 2023). The reinforced role
of the museum as a meeting place further invites an increasing number of visitors

(Halland Art Museum, 2023).

In addition to housing exhibitions, Hallands Konstmuseum organises educational
programs, workshops, and events designed to engage the community. Through outreach
initiatives, collaborative projects, and partnerships with schools and cultural
organisations, the museum aims to democratise access to art and foster a sense of

belonging and cultural pride among visitors.

This democratisation of access is extended by the museum's current work towards
digitalising the museum collection. Driven by the demands of the Swedish National
Heritage Board (Riksantikvarieimbetet) for public museums in Sweden to digitalise
their collections, Stiftelsen Hallands Linsmuseer “aims to increase the digitisation of
collections to increase accessibility and streamline the work of collection management”
(Stiftelsen Hallands Lansmuseer, 2022). The foundation’s annual report describes that
approximately 2500 of the art collection's 4100 works have been digitised in the Primus
database and published in DigitaltMuseum (Stiftelsen Hallands Lansmuseer, 2022).
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1.3.Research Questions

Due to the digitalisation of museum collections being a relatively new topic, there is a
need for innovation, development and inspiration. Because of this, Hallands
Konstmuseum was interested in participating in this research project to get more ideas
and inspiration. As a result, the research is conducted in collaboration with Hallands
Konstmuseum to assess their current use of digital technologies and platforms to present
their collections and the challenges and goals they hope to address. Therefore, I have a
unique position between the museum industry and its audience and, thus, potential users

of its digital collections.

While many forms of digital museum experiences exist, they often do not meaningfully
engage their users, as they are too focused on the capitalist aspect of benefitting the
museum institution itself. By taking an audience-centric approach to this research, I can
address the gap in this existing research, hoping to propose actions for the museum to

adopt that centre around the audience's needs.

A set of action proposals, developed under the principle of “design thinking” (Mason,
2022), aims to address the specific goals and challenges that Hallands Konstmuseum is
facing, providing an insight into the potential of digitalisation both at Hallands
Konstmuseum and elsewhere. By taking a more experimental approach, the thesis aims
to contribute to an understudied field where new knowledge and inspirational practices
are needed. The research questions to guide the research and later the design process

are:

RQ1: What challenges and possibilities do museums nationally and

internationally face when digitalising their collections?

RQ2: Who are the users of digital museum collections, and what are their

perspectives on digital museum collections?

RQ3: What are good examples of digitalising museum collections among

international and Swedish museums that could inspire Hallands Konstmuseum?

RQ4: What actions can be proposed to Hallands Konstmuseum concerning the

digitalisation of its own museum collection?

11



The iterative process will circulate literature, good examples, survey and interview data,
and finally propose a set of actions. A review of literature and theory will aid the
process by laying a theoretical basis and giving insight into the current state of museum
research and the best practices in digitalisation in museums. Therefore, the first two
research questions will be answered through a literature review, supplemented by an
interview conducted with a museum professional at Hallands Konstmuseum. The third
research question is supported by survey data, with the user survey offering insight into
the perceptions, preferences and behaviours of various stakeholders involved in utilising
digital museum collections. The last question will be answered by proposing a set of
action proposals for Hallands Konstmuseum to adopt, hoping to fill the gaps identified

in the interview.

This thesis aims to gain a general understanding of digital museum collections and
provide recommendations targeted specifically at Hallands Konstmuseum. The
requirements of a master’s thesis are fulfilled through the collection of empirical data in
the form of an interview with a museum professional and a survey distributed among
museum visitors and users of digital collections, presenting a mixed-methods approach.
The broader relevance of the research is highlighted by the rise of digitalisation across
sectors and industries (Besser, 1997), especially in the cultural industries struggling to
leverage new technologies' potential. Besides the general rise of digitalisation, museums
and museum professionals are often required to digitalise due to policies, making

research surrounding this topic substantial.
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2. Methodology

2.1.Research Paradigm

An interpretive paradigm seems most suitable for a study on user perspectives on digital
museum collections, as “the goal of interpretivist research is to understand the meaning
that cultural and institutional practices have for those taking part” (Hammond &
Wellington, 2021, p. 88). Interpretivism is rooted in the belief that reality is socially
constructed and that understanding this reality requires a subjective approach,
emphasising the importance of context, meaning, and the subjective experiences of
individuals (Shan, 2022). This means that “the outcomes of such research are not
universally applicable but, rather, outcomes of contextually situated understandings”

(McChesney & Aldridge, 2019, p. 227).

Ontologically, the “interpretivist position assumes that there are multiple, socially
constructed, and holistic realities” (Shan, 2022, p. 2). By focusing on the subjective
experiences and meanings that individuals ascribe to their social worlds, interpretive
research can uncover the underlying motivations, beliefs, and values that drive human
behaviour (Hammond & Wellington, 2021).

As digital museum collections represent dynamic spaces where users engage with
cultural heritage in meaningful ways, an understanding of how users interact with these
collections requires an exploration of users' experiences and the meanings they derive
from their interactions. Qualitative methods, such as interviews and open-ended
questions in surveys, encouraging respondents to share their thoughts (Hammond &
Wellington, 2021), allow for an exploration of the personal, cultural, and social contexts
that shape users' interactions, as well as an evaluation of users’ experiences and

satisfaction.
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2.2. Mixed-Methods Approach

A mixed-methods research approach combines quantitative and qualitative
methodologies to understand a research problem comprehensively (Creswell, 2015).
This approach leverages the strengths of quantitative methods, which offer statistical
rigour and the ability to generalise findings from large samples, and qualitative
methods, which provide depth and insight into participants' perspectives and

experiences (Creswell, 2015).

Different strategies can be employed in mixed-methods research depending on the
research subject and the balance between the quantitative and qualitative data
(Walliman, 2018, p. 171). Sequential strategies describe the use of quantitative and
qualitative methods one after the other, while concurrent strategies are helpful when
both approaches are used equally (Walliman, 2018). This makes a “concurrent
transformative” strategy most suitable, as it “involves using the appropriate research

design for each of the research questions” (Walliman, 2018, p. 173).

This research design begins with the identification and analysis of good examples of

museum digitalisation in literature, which inspires the design of action proposals.

Following this, a survey distributed among users of digital museum collections presents

qualitative and quantitative components of this research through the way the questions

are designed and yields data about user behaviours, preferences, and experiences.

Simultaneously, an interview with a museum professional offers qualitative insights into

the professional perspective on museum digitalisation, Hallands Konstmuseum's

specific challenges in digitalisation, and the results they hope to achieve by digitalising

their collections. Finally, based on the findings from both the survey and interviews,
action proposals are formulated. These proposals offer practical recommendations for
enhancing museum practices, improving visitor engagement, and addressing any

identified gaps or challenges.
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2.2.1. User Survey

While survey research is typically primarily concerned with quantitative data such as
“the frequency of certain behaviour” (Hammond & Wellington, 2021, p. 138), | opted
for a mix of open- and close-ended questions in this study, which allows for a
qualitative exploration of its respondents’ feelings, thoughts, and behaviours (Hammond
& Wellington, 2021). This allows for a nuanced understanding of the research topic by
capturing both statistical trends and in-depth personal perspectives, therefore being the

most suitable data collection method for this thesis.

Surveys further allow for data from a large and diverse group of respondents to be
collected, offering more comprehensive insights (Hammond & Wellington, 2021).
Especially with the help of digital platforms, online surveys can be distributed more
widely, making it possible to reach a geographically dispersed audience. As the
interview with Tuveros has led to the identification of two different target groups for the
museum's digital collection, a survey seems to be the best way to gain insights about

these different sets of people.

Motivation: The survey aims to gather comprehensive data on user behaviours when
interacting with digital museum collections. By directly asking users about their
interests, preferences, motivations, and needs, the survey ensures that the data collected
is centred around the actual experiences and expectations of the target audience. The
collected feedback is essential for identifying potential areas for improvement, ensuring
that the digital collections evolve to better meet user needs and expectations. Taking a
user-centric approach is crucial for curating digital exhibits that are informative but also

engaging and enjoyable for the audience.

Logic: To collect the data, | created an online questionnaire using Google Forms, as
online questionnaires offer an efficient way to reach a large number of people quickly.
This further allowed me to collect all the data in one place, not having to transcribe,
digitise, or piece together responses from multiple sources, simplifying the analysis. It
also enables respondents to complete the survey at their convenience, impacting
people’s willingness to respond as this minimised pressure. Due to the digital format of

the survey, the distribution happened digitally, which allowed for a wider reach,
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increasing the response rate. This also allowed me to collect responses globally, which

was especially relevant due to my chosen sampling methods.

Initially, I hoped the survey would be answered by people within Hallands
Konstmuseum’s community, such as museum visitors and followers of the museum's
social media pages, to gain insight into their specific experiences and needs. An in-
person visit to Hallands Konstmuseum to collect survey responses from the visitors
present at the museum took place on May 25", 2024. This date was chosen as there was
an event happening at the museum that day, with a higher number of visitors being
expected and, therefore, more people potentially responding to the survey being present.
The link to the survey was later shared on Hallands Konstmuseum’s Facebook page,
with the survey being kept open to responses for one week (May 29" to June 7th, 2024)
after it was shared on the museum’s social media account before concluding the data

collection.

However, these approaches in the context of Hallands Konstmuseum did not yield any
significant results, with only one respondent indicating that they had previously visited
Hallands Konstmuseum. Based on my observations when visiting Hallands
Konstmuseum and a brief conversation with the receptionist, the usual visitor
demographic is older and with lower levels of digital literacy. This could offer a
potential explanation for why they chose not to respond to the survey, as the survey was
distributed digitally and through QR codes in the museum in the form of posters and
flyers. This caused me to rethink the data collection method, therefore opening up the
survey to be answered by anyone according to the principle of convenience sampling.

Sample: The population of interest for this study on digital museum collections is
museum visitors and current and future users of digital museums. As Annelie Tuveros
described during the interview, these user groups of the digital collection are divided

into “old museum users” and “new user groups.”

To reach these audiences and fulfil the aim of developing an initial understanding of a
small or under-researched population (Creswell, 2015), a non-probability sampling
method appears most suitable. A combination of convenience sampling, individuals who

happen to be most accessible to the researcher, and purposive sampling, describing the

16



selection of a sample that is most useful to the purposes of the research (McCombes,

2019), was chosen to gather responses.

Based on the principle of convenience sampling, the survey was first shared with my
and my supervisor's contacts offline and through social media, including Facebook and
LinkedIn posts. This social sharing includes groups such as “Malmé Student,” “Ladies
living in Malmd,” and “Studying Museums” on Facebook and the “MCS MA Alumni
Group—Malmo University” on LinkedIn. Other initiatives to gain responses include

posters in several of the university buildings belonging to Malmé University.

The purposive sampling approach is reflected in the survey distribution in the context of
Hallands Konstmuseum, which hoped to gain responses from a specific type of visitor
familiar with the physical museum. This included visiting the Hallands Konstmuseum,
distributing posters in the museum space, and sharing the survey link on the museum's
Facebook page. In total, 43 responses were collected in the four weeks between May

10™, 2024, and June 7%, 2024.

Survey Design: The survey is designed to capture diverse perspectives on digital
museum collections. It comprises closed-ended and open-ended questions covering
demographic information, usage patterns, satisfaction levels, content preferences, and

suggestions for improvement.

The survey consists of 17 questions, 13 of which are close-ended and four open-ended
(Appendix 2), which allows for a more comprehensive understanding of the user’s
perspectives. Close-ended questions provide quantitative data that can be easily
analysed and compared, whereas open-ended questions provide qualitative data that can
offer deeper insights into the user’s perspectives (Appendix 2). None of the questions
are mandatory, allowing respondents to skip specific questions according to their

experience levels or insights.

Analysis: Analysing survey results involves systematically processing, interpreting, and
drawing conclusions from the collected data. The content analysis framework allows for
the data to be organised thoroughly and the research questions to be addressed

comprehensively.
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1. Descriptive Quantitative Analysis: The first step, a descriptive analysis of the
quantitative survey components, describes the statistical characteristics of the
responses (Bhandari, 2023). Calculating the frequencies and percentages for
categorical variables created an understanding of the distribution of responses.
This provides an initial overview of the data, such as the most and least common
responses to each question.

2. Thematic Qualitative Analysis: As a second step in the analytical process, a
thematic analysis to identify recurring themes and patterns is conducted,
addressing the responses to the qualitative, open-ended survey questions. This
involves coding the data, grouping codes into themes, and interpreting the
significance of these themes concerning the research questions (Caulfield,
2019).

3. Integration of Quantitative and Qualitative Data: Integrating the quantitative
findings from the close-ended questions with qualitative insights from open-
ended responses and the interview results enriches the analysis by offering a

more comprehensive understanding of the research topic.

4. Conclusion and Implications: Lastly, the implications of these findings are
discussed in combination with theory and literature, informing the development
of action proposals for Hallands Konstmuseum. This also highlights any

limitations of the study and potential avenues for further investigation.

Ethics: To ensure the integrity and respect for participants, informed consent must be
obtained. This was achieved by describing the purpose and the data that will be
collected and how it will be used in an opening statement, to which the participants had
to agree by selecting “yes” or “no” to the question of consent. To protect participants’
privacy and personal information, all responses were collected anonymously, and the
data was stored confidentially. The selection of a non-probability sampling method,
which relies on subjective criteria, carries the risk of both sampling and selection bias,
leading to an unrepresentative sample (McCombes, 2019). However, this thesis aims
not to provide generalisable data but rather an insight into a user group relevant to
Hallands Konstmuseum. Therefore, transparency in the sampling methods and

acknowledgement of the limitations is essential.
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2.2.2. Interview

According to Walliman (2018), “interviews are particularly useful when qualitative data
are required” (p. 115), as they provide an in-depth understanding of the participants’
experiences, perspectives, and insights, which might not be fully captured through other
data collection methods (Walliman, 2018). They further offer the flexibility to adapt
questions based on the participant’s responses, leading to richer and more nuanced data

(Walliman, 2018).

Motivation: The objective of the interview was to identify the challenges that Hallands
Konstmuseum is facing in terms of digitalisation and the goals it hopes to reach by
developing a comprehensive digital strategy. The interview was further helpful in
identifying the relevant user groups for which Hallands Konstmuseum is developing its
collection, as well as their goals, motivations, and current state in the digitalisation

process.

Logic: Due to the geographical barrier of myself being based in Malmo and the
museum located in Halmstad, the interview was conducted online through Microsoft
Teams. This allowed me to record and transcribe the interview, improving the reliability
of the results through an “uninterpreted record of what was said” (Walliman, 2018, p.
116) while not compromising the allowances of face-to-face interviews, such as visual

cues and body language (Walliman, 2018).

The interview followed a semi-structured format, containing “structured and
unstructured sections with standardized and open-type questions” (Walliman, 2018, p.
114) (Appendix 1). The open-ended nature of semi-structured interviews allows for
flexibility while following a predetermined thematic framework (George, 2022), which

makes it a suitable format for exploratory research questions.

Analysis: An analysis is conducted under the principle of content analysis, which is “a
quantitative form of analysis that consists of an examination of what can be counted in
text of any form (...) or other media such as pictures, television or radio programmes or
films, and live situations such as interviews, plays and concerts.” (Walliman, 2018, pp.
97-99). The development and description of codes is an essential aspect of content
analysis, as it allows for the content of the interview to be categorised into different
themes (Walliman, 2018).
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Sample: Due to the museum's small size, a one-person interview, combined with other
methods, was sufficient to get the needed perspective. After the initial contact with
Hallands Konstmuseum, Annelie Tuveros, director of exhibitions at Hallands
Konstmuseum, was identified as the best person to conduct this interview with due to

her expertise and involvement in the museum's digitalisation process.

Ethics: To ensure the credibility of a study, research ethics are an essential
consideration when employing interviews as a research method, as they have a higher
risk of biases (George, 2022). Especially the risk of observer bias, being the potential
influence of a “researcher’s expectations, opinions, or prejudices” on “what they
perceive or record in a study” (George, 2022) is something that I considered. The
decision to record and later transcribe the interview was intended to avoid this, hoping
to gain an “uninterpreted record” (Walliman, 2018). However, the creation of an
interview transcript to aid in the analysis holds the risk of “impos[ing] your own
interpretation, ignoring vocal inflexions, repetitions, asides, and subtleties of humour,
thereby losing some of the meanings” (Walliman, 2018, p. 51), and distorting the
outcome. Furthermore, “working with human participants in your research always raises
ethical issues about how you treat them” (Walliman, 2018: 43). Due to Annelie Tuveros’
position within the museum, anonymity was not an option. A consent form was
therefore presented and signed, ensuring that her data and the interview responses were

used ethically.

In addition to this interview, a brief contact with Andreas Johansson, Intendent for
Digitalisation at Hallands Konstmuseum, was established to provide insight into the
user engagement data of the museums’ digital collection on DigitaltMuseum. On the
platform “Primus”, the museum can see certain details, such as where their users come
from and how much time they spend browsing the digital collection. This data was
initially intended to identify specific user identities at Hallands Konstmuseum for the
survey distribution. However, due to the revised survey data collection method resulting
from the observations made during a visit to the museum, this data instead becomes
relevant in relating the demographic details of the survey respondents to the context of

Hallands Konstmuseum.
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2.2.3. Design Process

To address the challenges of museum digitalisation, Mason (2022) proposes the
adoption of Design Thinking (DT) and specifically human-centred design (HCD)
practices. Due to the increasingly “open, complex, dynamic, and networked nature of
problems”, an “increasing number of museums are looking to DT as a way to achieve
some sort of solution and promote innovation” (Mason, 2022, p. 11). Through an
empathic understanding of the stakeholders as one of the steps in the design process,
“DT offers ways of seeing opportunities differently and exploring them by learning”
(Mason, 2022, p. 13). Based on the principles of design thinking, | will take the
following steps to guide the design process and development of a set of action proposals

for Hallands Konstmuseum:
1. Problem Definition

To define the challenge that should be addressed through this design thinking process, it
is crucial to understand a museum’s unique context and question the problem and

assumptions the museum professionals have identified (Mason, 2022).

By interviewing a relevant museum professional at Hallands Konstmuseum, Annelie
Tuveros, I gained an understanding of the museum's mission and goals. This included
identifying the museum’s desired target audience and the specific challenges they are
currently facing in addressing this audience, allowing me to frame the research problem

in a human-centric way (Mason, 2022).
2. Empathise: Understanding the Audience

Murphy (2018) argues that museum studies “should be a people-orientated discipline,”
which is why the development of an understanding of the desired users of the digital
collection is essential. This is achieved by adopting an empathic approach to design, in
which museums gain a “better understanding of who their audiences are, want, and feel,
versus what the museum practitioners think the visitors are, want, and feel” (Mason,
2022, p. 8). Different methods can be adopted with the “common intent of viewing the
world through people’s eyes, from their viewpoints” (Mason, 2022, p. 8) to gain this
empathic understanding. Mason (2022) names the examples of ethnographic

observations “to gain insight into visitor behaviours, attitudes, frustrations, etc.” and
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informal interviews “to understand motivations and needs” (p. 8). As this stage aims to
identify the users’ perspectives, I have chosen a user survey as the most suitable method

for researching Hallands Konstmuseum.

3. Integration of the different knowledge and practices for a holistic

understanding

Mason (2022) further emphasises that “museums have to think holistically in terms of
visitor experience and service-based experiences”, requiring the “integration of multiple
disciplines, different knowledge and practices, and technologies that place enhanced

visitor experience at the heart of fostering digital transformation” (p. 15).

In the context of this thesis, this holistic understanding is achieved through the
integration of different knowledge. Using the data collected through the interview with
Annelie Tuveros and the user survey, in combination with literature and state policies,
several requirements for the action proposals for Hallands Konstmuseum can be
identified, assisting in the design process.

4. Action Proposals: Following the various requirements that are identified in the
sections leading up to the actual solutions, the solutions are described using the

following format:

Why? This part briefly addressed the factors that inspired the proposed solution, such as
specific survey findings or challenges that Tuveros highlighted.

What and How? An initial description of the possible action proposals addresses what

the museum should do and how an idea could be executed.

Example: The initial proposal is supported by examples from best practices in general
literature (Table 1) and the Lansmuseer context (Table 2). These examples are intended
to provide insight into how specific projects are successful and can inspire Hallands

Konstmuseum.

Action Proposal for Hallands Konstmuseum: Lastly, a specific action is described,
including a more targeted action template for Hallands Konstmuseum, elaborating

exactly the ideas that are most relevant to them.
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3. Theoretical Framework

In this section, I will discuss the theories related to my research topic of developing
digital museum collections. These theories centre around digital transformation
principles, digital technologies and platforms, public engagement and access, and

challenging authority.

They, therefore, relate to each other like this (fig. 1):

Democratisation of
Cultural Heritage

cultural heritage, cultural democracy,
representation, digitisation, preservation

democratic issue of
cosmaton ot R
digital technologies
and platforms, public
engagement,
increased access,
challenging authority
The “Distributed (critical dimensions
Museum” e e of) Platformization
dissemination
decentralisation, hybrid: of cultural collection management,
digital and physical contexts/ content, entry sectoral platforms,
locations, museum activity points through privatization vs. public access
platforms

Figure 1: Theoretical Framework



3.1. Democratisation of Cultural Heritage

The democratisation of cultural heritage is a prominent theory in museum research. It
focuses on making cultural heritage accessible and meaningful to a broader public
regardless of factors such as age, gender, or status (Taylor & Gibson, 2016, p. 411).
Cultural heritage itself refers to both tangible (such as monuments, books, art, and
artefacts) and intangible artefacts (such as folklore, traditions, language, and
knowledge) (Drotner et al., 2019) inherited from past generations that are maintained in
the present and hoped to be preserved for future generations (Podzharaya &
Sochenkova, 2018). The idea of cultural democracy, as one of the principal foundations
of modernisation (Inglehart & Welzel, 2005), proposes that cultural resources should be
accessible to all members of society, regardless of socioeconomic status, ethnicity, or
background (Wilson-Barnao, 2022, p. 58). Pruulmann-Vengerfeldt and Runnel (2018)
describe museums as being part of a framework in which “democracy operates beyond

traditional political institutions, extending to the cultural field” (p. 144).

The transformation of museums as closed institutions towards becoming “institutions of
democratic engagement by making their practices more transparent and engaging
visitors in new ways” (Pruulmann-Vengerfeldt, 2022, p. 4) challenges traditional
notions of authority, ownership, and representation within cultural institutions
(Andermann & Arnold-de Simine, 2012). Within the new role of the museum,
authoritative master voices are democratised by including a more diverse set of

narratives (Andermann & Arnold-de Simine, 2012).

A document published by UNESCO in 2015 titled “Recommendation concerning the
Protection and Promotion of Museums and Collections, their Diversity and their Role in
Society” explores museums' role in society. This document describes museums as being
not only custodians of heritage but also stimulating creativity, providing opportunities
for cultural industries, and contributing to global citizens' well-being (UNESCO, 2015).
An emphasis is placed on the importance of museums in preserving and promoting
cultural diversity, transmitting scientific knowledge, developing educational policy,
fostering lifelong learning and social cohesion, and supporting the creative industries
(UNESCO, 2015). The democratic museum is characterised by participation,
engagement and open access principles, which Wilson-Barnao (2022) images as a

“democratising force that moved the institution away from a more elitist format” (p.
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34). The contributions of museums to society are described by Sandahl (2019) as
“bringing people together in purposeful convening, to exchange ideas, to create a sense
of belonging and identity, to build empathy, understanding and sensitivity towards
differences, to promote reflection and critical thinking, and to create spaces for
reconciliation” (p. 5). As Wilson-Barnao (2022) described, the idea of a participatory
culture emphasises the active involvement of audiences in co-creating and circulating
cultural content. In museums, this translates into engaging visitors as co-producers of
knowledge, encouraging dialogue, and facilitating interactive experiences that invite

diverse perspectives and interpretations (Wilson-Barnao, 2022).

Bautista and Balsamo (2011) describe the social impact of museums in fostering
education and research by providing resources and materials that enhance our
understanding of the world around us. Promoting cultural exchange and understanding
also helps foster a sense of community identity (Pruulmann-Vengerfeldt, 2022). As
sources of education, museums hold authority over public opinion, belief and
experience through the curated presentation of knowledge (Pruulmann-Vengerfeldt,
2022). More recently, developments in ‘new museology’ have introduced innovative
ways to engage with audiences, foster social development and museum innovation, and
utilise cultural heritage and museum practices to comprehend and transform society
(Mason, 2022).

Wilson-Barnao (2022) describes the “inherent recognition of the need for museums to
draw on digital technologies to enable broader public access to preserve artefacts and
share information” (p. 8) as an essential element in museum democratisation. The
introduction of digital technologies in museums holds the potential to help disseminate
information about cultural heritage, promote public engagement, and facilitate dialogue
and understanding (Wilson-Barnao, 2022). However, Taylor and Gibson (2016)
consider the current state of “digitisation of cultural heritage a key challenge in order to
make cultural heritage accessible for all” (p. 408), emphasising the complexity of digital

technologies in this context.
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3.2.The “Distributed Museum”

The theory of the ‘distributed museum’ suggests the “co-presence of the museum’s
physical sites in relation to its multiple digital contexts” (Dziekan & Proctor, 2018, p.
178), conceptualising the relationship between the museum and its various digital
platforms (Nikolaou, 2024). Nikolaou (2024) describes the distributed museum as a
“space inhabited by people and museum professionals engaging over time across
platforms and in multiple locations”, emphasising the “networked, relational, hybrid and

performative dimensions of the museum” (p. 1786).

Proctor (2017) elaborates on the networked dimension of distributed museums,
differentiating between the network as a technical entity and the network as a concept.
Due to its operational structure, the internet can be described as a distributed network,
shown in the inability to “destroy the entire network through an ‘attack’ or service
outage at any single center” (Proctor, 2017). However, Proctor (2017) further argues
that, beyond the internet itself, distributed networks do not yet exist in the technical
sense but rather as an “inspirational metaphor and a practical model to suggest new
ways of authoring and supporting museum experiences”. Museums, therefore, achieve
decentralisation by adopting digital engagement strategies to reach audiences beyond
their physical locations, including online exhibitions, virtual tours, and interactive

experiences (Bautista & Balsamo, 2011).

In most cases, the museum acts as the media producer and provider, communicating
with its audience via platforms under its control, such as its websites, mediated exhibits
and gallery spaces, and social media presences (Dziekan & Proctor, 2019). However,
museum content can also be found on platforms not under the museums' control, which
is labelled as “elsewhere” in Proctor’s diagram (fig. 2), highlighting the “multimedial

nature of the contemporary museum” (Dziekan & Proctor, 2019, p. 179).
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Museum’s Twitter
Stream

Facebook

Figure 2: Visualizing the distributed museum. Dziekan & Proctor (2019, p. 179)

Especially the emergence of new digital platforms and services has led to the extension
of the presence of a museum beyond platforms that fall under the museum's control.
Platforms, with Dziekan and Proctor (2019) naming examples of YouTube, Facebook,
Wikipedia, and Google Maps, offer new opportunities to the public, allowing them to
“share and disseminate content about museum collections and exhibition programs

widely” (Dziekan & Proctor, 2019, p. 179)

The participatory potential of the museum is highlighted by the possibilities of mobile
digital experience, which Dziekan and Proctor (2019) call “the museum of everywhere”
(p. 181) due to its widely distributed locations. Dziekan and Proctor (2019) describe the
museum of the future as a place where both real and virtual visitors can interact with the
museum’s objects, staff, and each other, highlighting its hybridity. This interaction
among stakeholders across the various museum platforms allows for generating,

exchanging, and preserving new ideas and meanings (Dziekan & Proctor, 2019).

The concept of the distributed museum challenges the traditional role of the museum as
a physical space with fixed boundaries, advocating for a more fluid and decentralised
approach to disseminating and engaging with cultural heritage (Dziekan & Proctor,
2019). Based on the principles of accessibility, connectivity, and collaboration, the
distributed museum reconceptualises museums as dynamic networks of digital and

physical nodes that extend beyond their physical confines (Proctor, 2017).
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3.3. (Critical Dimensions of) Platformisation

Platformisation describes the dynamic process in which platforms, as a digital
infrastructure, penetrate various societal sectors, including cultural institutions (Van
Dijck et al., 2018). Van Dijck et al. (2018) define platforms as a “programmable
architecture designed to organize interactions between users”, which are “fueled by
data, automated and organized through algorithms and interfaces, formalized through
ownership relations driven by business models, and governed through user agreements”
(p. 9). Platforms, therefore, hold the potential to steer user interaction and shape social
norms through their technological and economic elements (Van Dijck et al., 2018, p.

11).

Van Dijck et al. (2018) distinguish between different types of platforms, infrastructural
and sectoral platforms. Infrastructural platforms, as described by Van Dijck et al.
(2018), include search engines and browsers, data servers, and social networking, are
argued to “form the heart of the ecosystem” (p. 13), providing “crucial basic
information services upon which other sectoral platforms can be stacked or built” (p.
16). The second type of platform, sectoral platforms, is designed to offer sector-specific
digital services, catering to sectors such as health, education, or museums (Van Dijck et
al., 2018). They often have no own material assets but rather act as “connectors between
individual users and single providers”, with “infrastructural platform operators
increasingly looking at ways to extend their leverage by expanding into sectoral
connectors” (Van Dijck et al., 2018, pp. 16 — 17). This dynamic between the different
platforms drives them towards mutual integration, the process Van Dijck et al. (2018)

call “platformisation”.

Through the adaptation and participation of societal sectors in digital platforms, the
impact of platformisation results in their digital transformation. In the museum context,
platformisation involves integrating various digital platforms, such as websites, social
media, and online repositories, into museum operations, such as collection management,
exhibition development, and audience engagement (Nikolaou, 2024). Wilson-Barnao
(2022) describes the platformisation of the museum as being motivated by a “desire to
establish new conditions for maintaining and developing relationships with audiences”,

and driven by the “need for access, participation and personalisation” (p. 71).
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Wilson-Barnao (2022) identifies two different versions of a platform-based museum.
Platforms owned and operated by the museum itself represent an “attempt by museums
to maintain control over their digital transformation” (Wilson-Barnao, 2022, p. 80). An
example of this type of platform is the Rijksmuseum collection, which is a publicly
owned online repository that is “made available as a result of a sustained government
investment” (Wilson-Barnao, 2022, p. 78). Under the principle of open access, the
Rijksmuseum offers copyright-free imagery for users to use for private or commercial
purposes, without receiving “any direct financial return from user engagement with the
collections” (Wilson-Barnao, 2022, p. 79). The museum, therefore, “maintains its own
brand and remains relatively free from the profitability frameworks guiding
commercially operated media” (Wilson-Barnao, 2022, pp. 79-80).

On the other hand, the second type of platform-based museum embraces “a private
media platform presiding over the infrastructure that facilitates audience engagement”
(Wilson-Barnao, 2022, p. 78). Due to the museum's lack of infrastructure, “these
institutions are reliant upon the media infrastructures of third parties that can provide
the key interface for collection access” (Wilson-Barnao, 2022, p. 80). Google Arts and
Culture (GAC) is an example for this type of platform (Wilson-Barnao, 2022). While
the adoption of GAC allows institutions to extend their activities and make their
collections more interactive and participatory, it also “reinforces the influence and
concentration of corporate control over what might otherwise be identified as public

resources” (Wilson-Barnao, 2022, p. 80).

This reliance on proprietary platforms and technologies raises concerns about data
ownership, privacy, and platform dependency (Pruulmann-Vengerfeldt, 2022). Concerns
arise in the form of questions regarding the democratisation of participation, as platform
affordances may privilege certain voices and perspectives over others (Taylor & Gibson,
2016). Museums must reflect critically and develop ethical frameworks to guide their
engagement with digital platforms and data-driven technologies. This involves
interrogating the social, cultural, and ethical implications of platformisation, with Taylor
and Gibson (2016) especially emphasising the risk of reinforcing biases. Pruulmann-
Vengerfeldt (2022), therefore, calls for the adoption of principles of transparency,

accountability, and inclusivity in museum practice.
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In order to navigate the complexities of platformisation while harnessing its
transformative potential, Museums must invest in digital literacy and skills development
(Pruulmann-Vengerfeldt, 2022). Training programs, workshops, and professional
development initiatives, such as the ones offered by Riksantivarieimbetet can equip
museum professionals with the tools and knowledge needed to leverage digital
platforms effectively and ethically (Det Hdir Gor Riksantikvarieimbetet, 2017). To
address the challenges and opportunities of platformisation, museums should foster
collaboration and knowledge exchange with other cultural institutions, researchers,
technologists, and community stakeholders (Cameron, 2021). By sharing best practices,
lessons learned, and innovative approaches, museums can collectively advance the field

and shape the future of platform-mediated cultural heritage (Wilson-Barnao, 2022).

As a result of the impact of digital technologies, museums are transforming from closed
institutions to spaces of democratic engagement, promoting participation, open access,
and the inclusion of marginalised communities. This theory, therefore, highlights the
principles of participation, engagement, and representation as democratising factors,
calling for collaborations and community-driven digitalisation projects. The concept of
the “distributed museum” emphasises the integration of physical museum sites with
digital contexts, creating a networked space where people engage across platforms. It
highlights the shift from traditional, fixed museum boundaries to more fluid,
decentralised experiences, leveraging digital technologies for broader access and
participation. Lastly, platformisation describes the integration and transformation of
digital platforms into various sectors. This involves using digital tools for collection
management and audience engagement in museums. However, the idea of
platformisation raises concerns about data privacy, ownership, and platform
dependency. These approaches call for adopting and integrating digital platforms to
foster interaction, collaboration, and sharing cultural heritage beyond physical confines,

especially highlighting social media platforms' potential.
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4. Literature Review: Current State of Museum Research

4 1. Definition of Museums

The International Council of Museums (ICOM) provides a “shared ethical framework
for museums, a forum for professional discussions, and a platform for questioning and
celebrating heritage and collections in museums and cultural institutions” (Sandahl,
2019, p. 2). In 2022, the ICOM approved the adoption of a new definition for museums
(International Council of Museums, 2022):

“A museum is a not-for-profit, permanent institution in the service of
society that researches, collects, conserves, interprets and exhibits
tangible and intangible heritage. Open to the public, accessible and
inclusive, museums foster diversity and sustainability. They operate and
communicate ethically, professionally and with the participation of

communities, offering varied experiences for education, enjoyment,

reflection and knowledge sharing.”

In the Swedish context, the Museum Act defines a museum as an institution that is open
to the public and that acquires, preserves, examines, communicates and exhibits
tangible and intangible heritage (Museilag, 2017). While many other definitions of
“museums” exist, Ginsburgh and Mairesse (1997) describe their common point as the
insistence “upon the activities of a museum which make it differ from other institutions:

conservation, research and communication” (p. 15)

4.2.Current Developments and State of Museum Research

In this section, | compile literature describing the current state of museum research and

practice, specifically in the context of digitalisation.

4.2.1. Impact of Digitalisation on Museums

Museums play a prominent role in preserving cultural heritage and fostering public

understanding of different disciplines by communicating “with the world around them
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through various means” (Drotner et al., 2019, p. 1). Over the years, new media
technologies such as computers and mobiles, as well as digital formats, have replaced
traditional means of museum practice and communication (Drotner et al., 2019). The
introduction of the internet significantly widened the reach of museum communication
“through rapid and nearly global reach, thus turning museums’ mediated

communication into both a physical and virtual affair” (Drotner et al., 2019: 1).

The emergence and increased access to new types of digital technologies have created
new opportunities for museums, causing “paradigm shifts in what constitutes a
collection, how the public views museums, and how scholars do research” (Besser,
1997). The introduction of the Internet, including social media platforms, has also
created new opportunities for museums in how they operate (Besser, 1997). To navigate
this constantly changing landscape, museum professionals are required to adopt new

information literacy skills and infrastructures (Pruulmann-Vengerfeldt, 2022).

The initial shift towards digitalisation and the adoption of digital museum practices is
characterised by its “emphasis on the technical and administrative processes involved
with the digitising of museum assets and remediating this content through digital
formats and ICT channels” (Drotner et al., 2019, p. 7). However, in recent years, these
possibilities have shifted beyond the “initial stage of digitalisation” and towards a
“postdigital” phase, “characterised by a more thorough and mature integration of digital
content in museum practices” (Drotner et al., 2019, p. 7). Nikolaou (2024) further
describes this post-digital era of museums as an “era where digital technologies have
acquired a “normative presence” (a) in the institution’s operations, such as collection
management, conservation, communication with audiences through social media and
websites, educational activities, exhibitions, and ticketing; (b) in the ways museum
professionals understand their relationships with their audiences; and (c) in how visitors
experience cultural heritage” (p. 1785). Message (2006) argues that these “substantive
changes in thinking, approach and development” (p. 8) have led to the emergence of a
“new museum”, in which interactive technologies and innovative designs are

incorporated to enhance visitor experiences.
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4.2.2. Technologies Used in Museum Digitalisation

Pavement (2019) describes museums as historically being “keen adopters of novel
media technologies, finding ways to make use of new apparatus and media formats in
the pursuit of their activities”, such as the “recording of research material (...), [or] the

preservation of media as a cultural artefact” (p. 35).

Today, “digital media are intrinsic to museums”, with most museums using websites “to
present current exhibitions and events to attract people to visit the museum” but also
providing various “entrance points to public collection databases” (Axelsson, 2019, p.
67). Besides the virtual presence of museums through their websites, the impact of
digital technologies on curatorship is noteworthy. Axelsson (2019) describes the work
of a curator becoming “dependent on invisible technological infrastructures” as digital
technologies provide “infrastructure for circulating collection items” (p. 67), assigning
value to objects based on quality and relevance.

Converting physical artefacts into digital formats, such as images, videos, and 3D
models, is another key practice in digitalising museum collections (Podzharaya &
Sochenkova, 2018). Podzharaya and Sochenkova (2018) describe the use of 3D
scanning and modelling as innovative tools in the digitisation process, allowing for
detailed replicas of artefacts to be created and explored in a virtual environment. These
replicas of museum objects in the form of virtual models make it “possible to appear
near the painting, the ship, to examine the details of all the exhibits in more detail”
(Podzharaya & Sochenkova, 2018, p. 2), preserving the physical integrity of delicate

items.

Furthermore, digital technologies enable museums to employ innovative methods of
interpretation and presentation. Virtual reality (VR) and augmented reality (AR)
applications, for example, offer immersive experiences that bring museum exhibits to
life in new and interactive ways (Podzharaya & Sochenkova, 2018). The increasing
integration of Augmented Reality (AR) and Virtual Reality (VR) technologies into
museum practices provides immersive, interactive experiences that can enrich visitor
engagement, holding the potential to transport users to different eras or locations,

offering a context-rich understanding of exhibits (Podzharaya & Sochenkova, 2018).
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As mentioned in the previous chapter addressing the theories of the “distributed
museum” and “platformisation”, digital platforms can be used for museums to engage
audiences in meaningful dialogue and co-creation experiences. In particular, online
forums, social media channels, and interactive exhibits enable visitors to share their

perspectives, which can contribute to ongoing research (Hackney & Pickard, 2018).

In terms of collection management, Digital Collections Management Systems have
revolutionised inventory control, enabling efficient cataloguing, tracking, and retrieval
of digital assets (Wilson-Barnao, 2018, p. 11). To organise and present this digital
museum data effectively, digital collections-management systems (Wilson-Barnao,
2018) such as DigitaltMuseum, have been developed. These platforms often incorporate
features such as searchable databases, multimedia content, and interactive exhibits,
enhancing the visitor experience and fostering more profound engagement with
museum collections (Wilson-Barnao, 2018). Efforts to develop user-friendly interfaces
to accommodate different audiences reflect considerations of accessibility and

inclusivity, ensuring the accessibility of digital museum collections.

4.3.Development of Digital Museum Collections

The development of digital museum collections has been a highly discussed topic in
museology for many years, with the first digitisation projects in museums starting in the
1960s (Pomigalov & Andreev, 2022). However, Graze (2020) argues that especially the
COVID-19 pandemic has led to increasing amounts of digital museum content, as the
“pandemic has forced museums to reevaluate their strategy from a primarily physical
experience into an online one”. In response, Derby Museums (Graze, 2020) has
identified the following objectives to guide their digitalising process, with the digital
collection serving as the linkage (fig. 3):
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+ Global accessibility online: can easily search, share and use collections

« Storytelling: create engagement opportunities whether that be in the

form of education, apps etc.

+ Management of digital assets: keep the collection organize and

accounted for, preserving content that risks degradation

» Monetizing collection: can demonstrate the collection’s value or even

generate revenue

Figure 3: Objectives guiding the digitalisation of museum collections. Graze (2020).

4.3.1. Potential of Digital Collections

The potential of digitalising museum collections within the museum context is more
immediate, as they can benefit the museum in the way the collections are organised and
the objects are preserved. As described by Cameron & Kenderdine (2007), collection
databases have, in the past, functioned “as internal museum tools for the almost
exclusive use of collection managers and curators” (p. 173). For the museum, digitising
its material helps protect it from physical wear and destruction from handling and
ensures the preservation for future generations. Ensuring the preservation of the objects’
physical integrity, as well as the “re-creation of objects and objects that have already
been lost makes it possible to transfer to a qualitatively new level of preserving and
transferring cultural heritage to the descendants” (Podzharaya & Sochenkova, 2018, p.
3). The increased accessibility stemming from virtual recreations of objects, in turn,
transforms the process of collection development and exhibition formation, directly
impacting the museum’s internal operations. Furthermore, digitalising its collections
helps a museum manage its digital assets better by keeping its collection organised and
accounted for (Graze, 2020). This is also something Annelie Tuveros mentioned in the
interview | did with her, identifying a digital collection management system as a
valuable tool for the museum in managing its internal processes, such as curational

work.

While digital collections' benefits remain relevant to museum professionals, a more
recent “trend toward more adaptive responses to different usage situations” (Cameron &
Kenderdine, 2007, p. 173) can be observed, making these collections more attractive to

a broader group of users.
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For the museum visitor, the adoption of digital collection systems can contribute to an
improved visitor experience and enhanced public engagement. Digital platforms enable
museums to reach a broader audience, allowing people to access collections from
anywhere in the world (Podzharaya & Sochenkova, 2018). Additionally, digital
platforms facilitate meaningful dialogue and co-creation experiences with audiences,
fostering a deeper connection between the museum and its visitors (Dziekan & Proctor,
2019).

Digital collections also greatly facilitate research and discovery. Researchers around the
world can access and use these collections to answer their specific research questions.
According to Podzharaya and Sochenkova (2018), this global accessibility facilitates
new research, cross-disciplinary studies, and collaborations that might not have been
possible with physical-only collections. Referring to the creation of high-quality digital
reproductions of artefacts (Podzharaya & Sochenkova, 2018), researchers can study the

digital versions instead, which further aids in preserving the originals.

4.3.2. Challenges for Digital Museums

However, despite its benefits, the impact of digitalisation poses various challenges for
museums, with the high cost of digitalisation and its necessary technologies being
among the most frequently mentioned challenges in literature (Nikolaou, 2024).
Nikolaou (2024) describes the high cost of the technologies associated with
digitalisation, specifying the cost of development, maintenance, and operation.
Operating these technologies also highlights the need for personnel with specific digital
skills. The challenges associated with the need for specific personnel are the cost of
hiring a designated person, the general lack of knowledge in the field of museum

digitalisation, and the lack of training opportunities (Nikolaou, 2024).

The necessity for ongoing maintenance efforts is reflected in the challenge of
technological obsolescence and format compatibility issues, which may otherwise

threaten the long-term accessibility of digital collections (Nikolaou, 2024).

Nikolaou (2024) further addresses the life cycle of digital technologies, referring to the

“need to consider the carbon footprint in relation to the increased electricity generation
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demand as well as issues of cybersecurity and the “digital divide” between those who
have access to fast internet, information, and economic resources and those who do not
benefit from these” (p. 1793). While digital platforms have the potential to democratise
access to museum collections and, thus, cultural heritage, marginalised communities
may face barriers to participation due to limited access to technology or digital literacy
skills (Nikolaou, 2024). Museums are, therefore, facing the need to develop and adopt
inclusive strategies to ensure equitable access to their digital resources, which is

essential to museum digitalisation (Pruulmann-Vengerfeldt, 2022).

As Pruulmann-Vengerfeldt (2022) mentions, data ownership is a critical dimension of
platformisation. Implementing new technologies in the museum context therefore
necessitates robust digital infrastructure and cybersecurity measures to protect against
data loss or breaches (Nikolaou, 2024, p. 1793).

Other researchers, such as Mason (2022) and Anderson (2019), identify the need to
“understand, measure and respond to visitor behaviour and expectations” as “one of the
most persistent challenges facing museums today” (Anderson, 2019, p. 80). Mason
(2022) argues that the various audiences and stakeholders of digital museums should be
placed at the centre of digital transformation, with a “deep understanding of human
needs and their alignment with technological and social contexts [being] the main

drivers of innovation” (p. 8).

4.4.Users of Digital Collections

As museums have become increasingly visitor-centric (Anderson, 2019), the following
section will identify the different understandings of the users of digital museum

collections, including both museum professionals and the broader public.

4.4.1. ldentification of Key User Groups

“Traditional” museum visitor research, such as Falk (2009), understands the museum
visitor experience as “an ephemeral and constructed relationship that uniquely occurs

each time a visitor interacts with a museum” (p. 158). Based on the physical museum
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environment, the decision on whether an individual visits a specific museum “results in

the formation of an identity-related visit motivation” (Falk, 2009, p. 158).

These identity-related motivators can be divided into five different categories, being
“explorer”, “facilitator”, “experience seeker”, “professional/ hobbyist”, and “recharger”
(Falk, 2009). While these visitor profiles are developed based on the physical museum
experience, they can offer insight into the digital museum environment too. Following
the shift of museums from physical into online spaces, the museum’s audiences “now
include all those who interact with the institution online, onsite and remotely”, forming
a “broad matrix of perspectives that includes multiple avenues for interacting with the
museum” (Anderson, 2019, p. 81). This idea of a changing understanding of museum
visitors is further described by Anderson (2019), who states that museum visitors and

audiences are now understood as “active participants in the construction of knowledge”,

rather than “passive receivers of text and information provided by the museum” (p. 87).

In their research on digital museum collections, Cameron and Kenderdine (2007) name
four key user groups (curators, collection managers, educators, and nonspecialists),
seeking to “identify and investigate the motivations and needs” (p. 174) for the use of
online collections. These insights allow for the different user groups to be matched to
“available and potential searching, browsing, and navigational concepts and content”, as
well as “current and future access, retrieval, and content requirements” (Cameron &
Kenderdine, 2007, p. 174). Based on their usage patterns, museum professionals can

tailor their collections to the specific audience groups.

4.4.2. Motivators

As mentioned previously, the user groups that Cameron and Kenderdine (2007)
identified have different motivations, needs, and preferences for using digital
collections. The first two groups, curators and collection managers, are driven by their
role within the museum, approaching the collections with a clear professional objective.
They are mainly concerned with the functionality of the collection management systems
and the “preservation, documentation, and interpretation of collections” (Cameron &
Kenderdine, 2007, p. 175). Educators and teachers, which are the third user group
identified by Cameron & Kenderdine (2007), approach digital museum collections
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driven by their interest in “tools that support a range of learning options” (p. 175),
which includes the adoption of knowledge, methods, and technologies. This user group
is found to value virtual and augmented reality technologies, which have the potential to
fulfil learning objectives by supplementing “traditional” teaching methods with more

detailed, dynamic, and immersive experiences (Cameron & Kenderdine, 2007, p. 176).

The last user group, which Cameron and Kenderdine (2007) call “nonspecialist users”,
describe a diverse set of people who “value free-choice learning” (p. 177). They access
online collections motivated by a goal to “build on their knowledge base, as a form of
entertainment, and to plan visits to museums”, in combination with their “belief in the
inherent integrity of information a museum website has to offer” (Cameron &
Kenderdine, 2007, p. 177). However, due to the diversity of this user group, the
museum needs to employ a variety of tools to appeal to the different demographics in
this group.

Addis et al. (2023) describe a different model to understand the audience’s interaction
with the museum, identifying four different visitor profiles. These profiles offer an
insight into the benefits each group expects to reach, motivating their museum visit.
“Curious visitors” approach the museum's cultural mediation, seeking interaction, fun
and entertainment. In contrast, the “passionate visitor” is driven by their curiosity and
hopes to gain knowledge and enrichment in combination with enjoyment (Addis et al.,
2023). The “involved visitor” engages with the museum, searching for “new emotions
and experiences every time in a continual process towards engagement” (Addis et al.,
2023, p. 47), therefore approaching the museum for the stimuli it offers. “Expert
visitors”, as the last visitor profile identified by Addis et al. (2023), are “constantly in
search of new knowledge and want to discover different opinions and divergent
perspectives on works of art” (p. 47). This group also hopes to experience a sense of
comfort and “being listened to” through the interaction “with qualified, professional,

and prominent personalities in the surrounding environment” (Addis et al., 2023, p. 47).

While these two models by Cameron and Kenderdine (2007) and Addis et al. (2023)
take different approaches to explaining the drivers of audience engagement, they come
to the same conclusion of differentiating between visitor profiles based on what they

hope to achieve by visiting the museum.
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4.4.3. Collaborative, Public Engagement

The new focus on engagement and cooperation with audiences as a core principle in
museum work (Taylor, 2020), replacing the antiquated image of museums as closed
repositories of knowledge, highlights the role of the visitors and users of art museums in
their development and relevance. However, “in refocusing on visitor experience,
museum leaders recognised that museums can be exclusionary spaces that discourage
participation” (Taylor, 2020, p. 7), with Taylor (2020) naming reasons such as
accessibility concerns, high admission costs, and unwelcoming or intimidating
buildings. The perception of museums as unwelcoming and exclusive spaces is further
reinforced through structural exclusion, in which “minorities whose histories and
cultures are often left out of the imperial European lineages of art history on view”
(Taylor, 2020, p. 7). This idea is also mentioned in Anderman and Arnold-de Simine
(2012), who discuss the risk of biases stemming from platforms privileging certain
voices and perspectives over others as “authoritative master narratives and perceptions”
(p. 9) have historically been privileged. The lack of representation in the museum
context is found to reinforce segregation and discourage minority families from

participating.

In response to these issues, many museums have turned towards different models, such
as entertainment models which emphasise museum engagement for personal enjoyment
(Taylor, 2020), relating to the identification of enjoyment as a motivating factor of
visitor engagement (Addis et al., 2023). Other museums have turned towards an
“expanded conception of audiences and a deeper level of engagement to embrace their
role as civic institutions” (Taylor, 2020, p. 8), addressing an audience that “value[s]
free-choice learning” (Cameron & Kenderdine, 2007, p. 177). Taylor (2020) describes
that by “partnering with local community organizations and smaller art groups to
develop cooperative programs” (p. 8), more socially engaged and collaborative art
practices are produced and supported, involving the local communities in the creation of
the museum experience. As a result, these programs have the potential to “evolve over
time to meet the needs of local residents” (Taylor, 2020, p. 8). However, “past notions
of collections have depended at least partially on physical proximity of tangible objects,
or a shared history of collocation” (Hackney & Pickard, 2018, p. 627), posing a

challenge to the translation of such collaborative projects into the digital sphere.
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Hackney and Pickard (2018) address this challenge by discussing the ongoing debate
about the methods and locations for digital engagement. Many museums have therefore
sought access to social media platforms, which are “intended to facilitate engagement
with visitors in a way which creates a feeling of involvement with the institution”
(Hackney & Pickard, 2018, p. 627). These platforms allow the public to engage with
museum collections more interactively rather than merely viewing items on the
museum’s website. Additionally, some institutions have developed tools and platforms
that enable visitors to curate their own sets of images or other digital objects from larger
collections, aiming to combine the aim for visitor engagement with their interest in
maintaining the copyright and ownership of collection materials (Hackney & Pickard,
2018).

4.5.Main Takeaways

The main takeaways from the literature that inspire the design process are the need for
user-friendly interfaces, user-centric approaches, the value of collaboration, and the
opportunities for participatory experiences in increasing user engagement across
existing and new audience groups. Different literature emphasised that digital
collections should be accessible to a broad audience, ensuring inclusivity and
engagement. This inspires the adoption of user-centric design principles, in which the
different audiences’ preferences and needs are considered when creating and
distributing digital museum collections. Offering interactive and engaging digital
experiences, such as participatory opportunities, virtual tours and interactive exhibits,
was also found to attract and retain diverse audiences. This calls for the adoption of
different digital platforms that allow users to explore, engage with, and contribute to
digital collections. Collaborating with other digital platforms and institutions can further
broaden access, leverage advanced technologies, and collectively advance the field of
digital cultural heritage. Many museums have established collaborative partnerships
with cultural institutions, technology companies, and community organisations to create
digital projects. Lastly, high standards in digitisation, including high-resolution imaging
and detailed metadata, are crucial for preserving the quality and integrity of digital
reproductions. Museums, therefore, should use the affordances of the platforms that

have been chosen to increase overall accessibility.
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5. Empirical Data Analysis

5.1.ldentification and Analysis of Good Examples in Literature

The literature review offers insight into digital museum collections and can identify

good examples for museum digitalisation (Table 1).

Table 1: Good Examples - Literature

access to their collections”
(Cameron, 2021, p. 92)

two priorities of the object
catalogue: “providing
information to scholars and
accessibility to the public”
(Villaespesa, 2019, p. 233)

contextualisation: “in-depth
information including
provenance, catalog entry,
audio, references, and links to
further readings on Met
Publications and essays on
the Timeline of Art History
website” (Villaespesa, 2019,
p. 233)

user-friendly interface: search
functionality for improved
digital visitor experience

Open Access image policy:
Creative Commons license,
social sharing features

User-centric design through
user profiling and
segmentation

Name of the | Mentioned Description Relation to

museum in: Theory

Metropolitan | Cameron digital marketing campaigns: | Democratisation:

Museum of (2021), “series of collections Accessibility

Art (MET) Villaespesa digitizations as thematic through user-
(2019) boards on Pinterest to allow friendly interfaces,

open access
principles

Platformisation:
adoption of “new”
platforms to
increase reach and
access (Pinterest),

Distributed
museum: links to
further readings/
information on
different websites
(contextualisation),
social sharing to
allow for the
collections to be
distributed more
widely
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GLAM Labs | Wilson- “group or department (...) Democratisation:
Barnao (2022) | responsible for the Collaborative,
digitization of maps, music, public engagement,
photographs and manuscripts, | Innovative use of
3D virtual objects and even technology to
the archiving of sound increase
recording ...” (p. 29) accessibility, Open
data principles
“Aimed at bringing together
people, institutions and Distributed
technology for the purpose of | Museum: Cross-
reimagining how to make disciplinary
collections accessible” (p. 29) | (collectives),
networked nature
of GLAM Labs
The Rijks- Wilson- Open access principles: an Democratisation:
museum: Barnao online platform where users Open access,
Rijksstudio (2022), can explore, download, and collaborations, user
Axelsson share images of the museum’s | engagement, digital
(2019) collection, “provides community,
instructions for visitors on participatory,
how to design one’s own increased
‘masterpiece’ out of an accessibility

assemblage of several
artworks or photos”
(Axelsson, 2019, p. 73)

Different platforms:
“Collections hosted on GAC,
creative commons/ Flickr,
and its own platform”
(Wilson-Barnao, 2022, p. 80)

Participatory nature of the
various platforms and social
media networks: “ecosystem
of overlapping digital
platforms” (Wilson-Barnao,
2022, p. 80)

User interface: “generous
interface that grants the
visitor the possibility of
oscillating between overview

through generous
user interface,
diverse entry points
according to the
various user
groups’ needs

Platformisation:
adoption of various
digital platforms/
collection
management
systems, machine-
assisted curation

Distributed
museum:
accessibility
through diverse
entry points, social
sharing
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and immersion in details”
(Axelsson, 2019, p. 72)

Different entry points, “each
addressing a particular type
of audience” (Axelsson,
2019, p. 73)

Machine-assisted curation:
mixing “sets” of content
created by the user (personal
collections) with “sets”

created by Rijksstudio
Swedish Axelsson Open Image Archive project: | Democratisation:
Museum (2019) “basis for the playful use of Collaborations,
Agency images at a Facebook account | open access
(LSH)/ run by a group of principles
Livsrustkam pedagogues” (p. 70) 2>
maren “human-assisted automated Platformisation:
storytelling” (p. 71) adoption of social
media (Facebook)
Collaboration with
Wikimedia: for Creative Distributed
Commons License (open museum: multiple
access/ data), “to produce entry points (social
metadata that matched media + Wikimedia
Wikimedia’s categories and | collaboration),
scripts to upload images to networks
Wikimedia Commons” (p.
71) = creation of a range of
entry points to the collection
Tate Modern: | Dziekan and | “aim of improving the quality | Democratisation:
Art Maps Proctor (2018) | of the geographical data” (p. | User engagement,
181) participatory
opportunities,
Development of an online crowdsourcing,
application: “crowdsourcing | ¢ocial nature of
activities involving members | ;- hives:

of the general public were
promoted through public-
facing initiatives” (p. 181)

“series of curated ‘challenges’
designed to explore the social
nature of archives” (p. 181)

interaction, online
communities
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British
Museum

Pruulmann-
Vengerfeldt
and Runnel
(2018),
Cameron
(2021)

Living and Dying Gallery:
display of New Zealand’s
Maori culture based on a
cultural group and diaspora
based in London,
“collaborated on choice of
objects and photos in the
display and editing of texts to
ensure the re-
contextualization of objects in
the Maori framework”
(Pruulmann-Vengerfeldt &
Runnel, 2018, p. 150)

Project 300: Collaboration
with Iranian people to
positively represent their
legacy, “collection
digitizations were used to
project positive
representations” =
“performance of diverse
narratives” (Cameron, 2021,
p- 49)

Democratisation:
Collaboration with
cultural groups,
representation and
diverse narratives
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With Hallands Konstmuseum managed by the Stiftelsen Hallands Lansmuseer and

therefore part of the L&nsmuseer organisation, this national council and the other

museums within can offer valuable support and insight into their digitalization

practices. Due to these museums' shared operational background and political context,

their “best practices” (Table 2) are especially relevant to Hallands Konstmuseum.

Table 2: Good Examples — Linsmuseer

Museum name

Relevant project(s)

Relation to Theory

Vister-
norrlands
Museum
(Visternorrlands
Museum, n.d.)

The organisation “Mitt
Visternorrland” to
crowdsource local heritage
material: sharing picture-based
stories about life in the region
of Visternorrland to contribute
to the preservation of local
heritage

Democratisation: Community
collaboration and engagement,
Establishment of an online
community, Crowdsourced
data

Distributed museum: creation
of networks beyond the
museums physical confines

Ostergotlands
Museum
(Ostergétlands
Museum, 2020)

Realities: presentation of
DigitaltMuseum-content in
different formats (articles,
photos, videos) = more
interactive experience,
storytelling approach
museum website-based,
Division into “rooms”

crowdsourcing contextual data
on DigitaltMuseum

Distributed Museum:
Integration of DigitaltMuseum-
content on the website

Democratisation: interactive
and user-centric

Platformisation: Museum-
specific platforms (“owned” by
the museum)

Upplands- Extensive use of Platformisation: early adoption
museet DigitaltMuseum: ongoing of DigitaltMuseum as a
(Upplandsmuseet, | digitisation project since 1999, | collection management
2024) continuous publishing of new | platform
material on DigitaltMuseum
User engagement through (call
Call for additional information | for) crowdsourced metadata
and details of inaccuracies to enhancements and
supplement the original implementation of a feedback
information accompanying the | loop (“details of inaccuracies”)
object
Virmlands Broad digital offer, Democratisation:
Museum prominently featured on the Contextualisation of the

website: App, social media,

DigitaltMuseum content,
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https://mittvasternorrland.se/organization/d09b87dc-a66b-45ab-af90-80304d2a8e32
https://mittvasternorrland.se/organization/d09b87dc-a66b-45ab-af90-80304d2a8e32

(Véarmlands search options, digital tours Presentation in a more
Museum, 2020) (videos published on YouTube: | “digestible” format, Visitor

viewing selected works from engagement through a social
the museum's art collection media campaign (hashtag),
through videos)

Platformisation: adoption of
Encouragement for people to social media platforms for
post their creations on social community building (includes
media using hashtags and visitor engagement through

tagging the museum (“digital hashtag-campaign)
creator Mondays”)

Referring to the objectives of museum digitalisation as described by Graze (2020), the

good examples can be sorted into the following four categories:

“Global accessibility online” describes the adoption of user-friendly interfaces,
including search functionality and ease of engagement with the collections (Graze,
2020). The Metropolitan Museum of Art (MET) approaches the issue of accessibility by
adopting user-centric design principles through user profiling and segmentation when
developing its digital programs (Villaespesa, 2019). A user-friendly interface featuring
robust search functionalities allows users to find specific objects or artists by filtering
results based on date, object type, material, curatorial department, or location, further
increasing accessibility (Villaespesa, 2019). The Rijksmuseum is another great example
for global accessibility through its multi-platform approach (Wilson-Barnao, 2022),
which allows users to engage with the museum’s collections in diverse and convenient
ways. The museum further provides different entry points tailored to various types of
audiences (Axelsson, 2019), increasing the collection's visibility. A user-friendly
interface, which “grants the visitor the possibility of oscillating between overview and

immersion in details” (Axelsson, 2019, p. 72) improves the collection's accessibility.

The objective of “storytelling” refers to creating engagement opportunities, which can
take place in various forms, such as educational material or apps (Graze, 2020). The
Rijksmuseum approaches these opportunities for engagement by providing a platform
called “Rijksstudio”, in which users can create their own artworks by “re-mixing”
aspects of the collections under the open access principles (Axelsson, 2019). An online

application (“ArtMaps”) developed by Tate Modern offers a more collaborative
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approach to storytelling, intending to improve the quality of geographical data through
crowdsourcing activities (Dziekan & Proctor, 2018). Livsrustkammaren (LSH), on the
other hand, turned to the playful use of images on social media platforms, which

Axelsson (2019) describes as “human-assisted automated storytelling” (p. 71).

Lastly, the Visternorrlands Museum has created a separate platform called “Mitt
Vasternorrland,” encouraging users to share photos depicting their lives in the
Vaésternorrland region (Vasternorrlands Museum, n.d.). Through this platform, the

museum hopes to preserve a user-centric perspective of the region's cultural heritage.

The Management of digital assets refers to practices in which the collection is kept
“organized and accounted for, preserving content that risks degradation” (Graze, 2020).
GLAM Labs, as described by Wilson-Barnao (2022), are a “group or department (...)
responsible for the digitization of maps, music, photographs and manuscripts, 3D virtual
objects and even the archiving of sound recording” (p. 29). While these “labs” operate
locally at different cultural heritage organisations such as museums, the overarching
network redefines “institutional relationships with communities and helps galleries and
museums to find new community relevance and pathways for mutual understanding”
(Introducing GLAM Labs, 2019). Organisations operating as GLAM Labs, therefore,
take a more experimental and collaborative approach to the digitalisation of their
collections and the management of their digital assets. The British Museum is another
example of the collaborative approach to managing digital assets, as they have created
several exhibitions for which they have collaborated with relevant cultural groups on the
“choice of objects and photos in the display and editing of texts” (Pruulmann-
Vengerfeldt & Runnel, 2018, p. 150). Other examples in addressing this objective
include the Rijksmuseum for its machine-assisted content curation, and

Upplandsmuseet for its extensive use of DigitaltMuseum.

The last objective, as described by Graze (2020), refers to the monetisation of
collections. While public museum institutions tend to avoid monetising their collections
due to their public service mandates, the Metropolitan Museum of Art has taken a
unique approach to marketing its collections. The MET’s digital marketing campaign on
Pinterest portrays images of the collection’s objects alongside commercial items for

purchase, creating brand awareness and growing its customer base (Cameron, 2021).
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5.2. Presentation and Analysis of the User Survey

In accordance with my sampling method, none of the survey questions were mandatory,
allowing respondents to share their honest experiences and thoughts without feeling any
pressure of obligation. As described in the methodology, the survey incorporated close-

ended and open-ended questions, collecting quantitative and qualitative data.

5.2.1. Descriptive Quantitative Analysis

The first section of the survey covered demographic information, such as age, gender,
country of residence, level of education, and current occupation. Regarding age
distribution among the respondents, the most frequent age group is 25 - 34, with 17
respondents (fig. 4), representing the mode. Out of the total 43 responses, around two
thirds (29) were women, approximately a quarter (10) were men, and the remaining four
identified as non-binary or other (fig. 5). The most frequent country of residence is
Sweden, with over two thirds (30 out of 43) of the respondents currently residing in
Sweden (fig. 6). Other countries include Estonia and the US, with each three

respondents currently residing in these countries.
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age gender country of residence

=18-24 =25-34 = female = Sweden = Other
u35-44 =45-54 = male
= 55-64 = 65 or older = non-binary/ other
Figure 4: Age distribution among Figure 5: Gender distribution Figure 6: Country of residence of
survey respondents, n = 43 among survey respondents, n =43 the survey respondents, n = 43

Furthermore, almost 80% (34 people) of the respondents have an advanced level of
education, with 15 respondents possessing a bachelor’s degree, 16 having a master’s

degree, and 3 possessing a doctorate title.

Different literature, such as Nikolaou (2024), suggests that digital museum collections
and activities can be exclusionary, naming the “digital divide” as a key deterrent to
engagement. As the demographic data suggests, most respondents are younger (age 25-
34) and have a higher level of education. Other research discussed the impact of factors
such as age, gender, and level of education on digital literacy skills (Peng & Yu, 2022).
Petrosyan (2024) describes that “younger generations, aged 18 to 29, showed a much
higher awareness of digital topics”, making these groups more likely to show an interest
in and interact with digital museum collections. A report published by The Audience
Agency (2018) states that “museums attract higher proportions of 2544 year olds than
other artforms”, which offers another explanation for the age distribution in the survey
but also shows that in terms of age, the survey respondents seem to be quite relevant to
the research question. Researching the relationship between gender and museum
engagement, Sacheti (2017) describes how research has “consistently shown that more

women on the whole visit museums than men”. The Audience Agency’s (2018) report
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further suggests that women tend to be more interested in museums, offering a potential

explanation as to why most respondents identified as female.

This demographic data correlates with some of the statistical insights Andreas
Johansson, Intendent for Digitalisation at Hallands Konstmuseum, has shared with me.
This screenshot (fig. 7) shows that most of the users of Hallands Konstmuseum’s digital
collection are based in Sweden, which corresponds with most of my survey respondents
being based in Sweden. Therefore, the survey findings are relevant to Hallands

Konstmuseum as they seem to represent their current audience.

Frin den 1 juli 2023 komemer statistik att samlas infrin ett nytt system. Statistik kan darfor inte himtas f6r hela 2023, eller period 1 puli gt i siatt du kan hiimta halwirsrapporter i tidsfiltret nedan

Sidvisningar per objekttyp

Kllor Sidvisningar per land

Figure 7: Digital visitor statistics at Hallands Konstmuseum. Andreas Johansson (2024) via Primus.

Following the demographic data, the second section of the user survey was designed to
gain insight into users' preferences, behaviours, and motivations regarding engagement

with digital museum collections.

As Hackney and Pickard (2018) suggest, many museums have sought access to the
internet and social media platforms, which is why I have divided the frequency of user
engagement into two categories. The first question, “How often do you engage with
museum-related content on digital platforms?”, refers to user engagement with any
museum content across platforms, including social media. The question “How
frequently do you use digital museum collections?”” aimed to ask about the frequency

of engagement with the digital museum collection itself.
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B “How often do you engage with museum-related content on digital platforms?”

® “How frequently do you use digital museum collections?”

Figure 8: Frequency of engagement with general museum content and digital museum collections, n = 43

In general, the survey respondents indicated that they do not interact with museum
content and collections too often, with “monthly” and “rarely” being the most popular
responses (fig. 8). However, the engagement with general museum-related content on
digital platforms is slightly higher than the engagement with digital museum
collections, with more (10) people indicating that they “never” engage with these

collections (fig. 8).

This data shows the potential of the adoption of digital platforms to present the
museum's collections, as the survey data indicates that engagement is generally a bit
higher on those platforms. This aligns with the theory of platformisation, which
involves the adoption of digital platforms in museum practice (Nikolaou, 2024).
Hackney and Pickard (2018) back up this finding, highlighting the role of digital
platforms, and especially social media, in facilitating engagement between the museum

and its visitors.

However, the low engagement levels on museum platforms suggest that museums may
still face challenges in reaching diverse audiences and making their collections more
engaging and accessible. This aligns with Taylor and Gibson’s (2016) description of the
current state of digitalisation and digital technologies remaining a key challenge in

democratising cultural heritage.
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The survey results show slightly higher engagement with general museum-related
content on digital platforms, which relates to the idea of the distributed museum and the
integration of a diverse set of digital platforms into museum practice. Dziekan and
Proctor (2019) argue that the museum's communication with its audience via digital
platforms can facilitate broader access and participation, therefore increasing user

engagement with digital museum collections.

The next question is intended to provide insight into why users engage with digital

museum collections. This question allowed multiple responses to be chosen from the

99 ¢e

options “personal interest,” “education/ research,” “professional use,” and

“entertainment.” It also offered an option to choose “other” and add an answer.

“What are the primary reasons you use digital museum
collections?”

= personal interest
= education/ research

= professional use
= entertainment

= other

Figure 9: Reasons for engagement, n = 37

As the diagram (fig. 9) shows, “personal interest” and “education/ research” were the
most popular choices, with 24 people (35%) indicating personal interest and 17 people
(25%) indicating education or research as their reasons for engagement. Only nine

people selected “entertainment”, and six people indicated “professional use” (fig. 9).
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People responding to “other” named “curiosity” (1) and “Wikipedia” (1) as alternative
answers, while three people chose “other” to indicate that they do not interact with
digital collections at all. One person, however, described that the collection “might
relate to me in some ways. Also, | save them to share with my friends later”, motivating

their use of digital collections.

Relating these findings to Falk’s (2009) research on identity-related motivators, the
respondents of this survey who indicated personal interest as a driving factor of
collection use fit into the categories of “explorer” and “experience seeker”, while the
people indicating education and research can also be described as “professional/
hobbyist”. According to the framework proposed by Cameron and Kenderdine (2007),
the survey respondents are categorised as “nonspecialist users” who “value free-choice
learning” (p. 177). Combined with the occupations stated in demographic data, this
finding indicates that most users are the “general public”, with no (professional)
relationship to the museum. As described within the theory of democratisation of
cultural heritage, this reflects the shifting role of museums in society, from closed
institutions towards institutions of democratic engagement (Pruulmann-Vengerfeldt,

2022), in which access is extended to a broader audience.

The question “How do you typically access digital museum collections?” was
designed to provide insight into the access points through which users interact with
digital collections. Six people did not answer this question, while five selected “other”.
Four of these five people stated that they do not access digital collections at all. This
means that a total of 10 people expressed that they do not access digital collections,
which corresponds perfectly with the 10 people responding “never” when asked about
their frequency of engagement (fig. 8). The remaining (1) person who selected “other”
described that they access digital collections based on “recommendations from family

and friends” (fig. 10).
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"How do you typically access digital museum collections?"

2%

= museum websites
= search engines
= social media

= online databases

= other: "recommendations from
family and friends"

Figure 10: Access points to digital museum collections, n = 33

Among those who indicated that they typically access digital museum collections,
therefore excluding the ten who do not based on their response to “other” or lack of
response, “museum websites” and “social media” were the most frequently mentioned
access points. Out of the 33 total respondents, 26 people (32%) selected museum
websites as one of their preferred entry points, and 22 people (27%) said they typically
use social media platforms to access and interact with the collections (fig. 11). Fifteen
people (19%) typically use search engines, such as Google, Bing or Yahoo (fig. 10), and
six people (8%) typically access digital collections through online databases, such as

Wikipedia.

This finding reflects the insight from Hallands Konstmuseum’s digital engagement
statistics collected from Primus (fig. 8), in which Google was named the most
frequently used entry point to access the digital collection on DigitaltMuseum.
However, Hallands Konstmuseum is not currently leveraging the potential of social
media platforms, which, since the introduction of the internet, have created new
opportunities for museums to engage with their audiences (Hackney & Pickard, 2018).
This idea of extending access through multiple entry points aligns with the concept of

the distributed museum, in which museums leverage the potential of various platforms
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to present their collections and reach audiences beyond their physical locations

(Bautista & Balsamo, 2011).

The questions in the third section of the survey focused on the users’ interests. While
these findings do not directly connect to any of the theories or literature mentioned
previously, they inform the development of action proposals to be presented to Hallands
Konstmuseum. The first question in this section, “What subject areas would you be
most interested in seeing included in a digital museum collection?”, provides an
insight into the general interests in museums, providing different categories/ subjects/
themes to be selected. This question was posed in a multiple-choice format, encouraging
respondents to select all the subject areas they are interested in to gain a more holistic

image of their interests.
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B “What subject areas would you be most interested in seeing included in a digital museum collection?”

Figure 11: General user interests, n = 43

Overall, “art” (32) and “culture and ethnography” (25) are the most popular choices
(fig. 11). Three people selected “other”, naming their interest areas of media history,
print culture, and general history. As art museums are the focal point of this study, I then
continued to explore the subject areas under the umbrella of “art.” Similarly to the

previous one, the question “What types of art would you be most interested in seeing
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included in a digital museum collection?” was posed in a multiple-choice format, with

the respondents being encouraged to select all options they were interested in.
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B “What types of art would you be most interested in seeing included in a digital museum collection?”

Figure 12: User interests within the field of art, n = 43

While painting (33) and photography (32) were the most popular categories (fig. 12),
this result shows the multifaceted nature of people’s interests. The responses mentioned
under “other” (3) are traditional handicrafts, historical artefacts, and comics. While no
clear trend can be observed in this data, this knowledge might help the museum make

the prioritisation decision.

The last section of questions in the survey covered the issue of satisfaction and
feedback, collecting data on the functionalities that would improve the user experience
and, therefore, satisfaction. The question “What features or functionalities do you
find most valuable in digital museum collections?”” was asked to gain insight into the
functionalities users value, which would increase their experience and satisfaction. This
question, too, was posed in a form that allows for multiple options to be selected, but it
prompted respondents to select a maximum of three to encourage them to reflect and

prioritise. This prioritisation of platform functionalities is important due to the high cost
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of digitalisation, as Nikolaou (2024) mentioned, limiting museums in introducing and

developing new technologies and practices.

mobile compatibility I 10
collaborative features I 5
interactive exhibitions I |4
social sharing I 5
accessibility features I 5
multimedia content G 4
personalization options IEEEEEGEGEGE 6
user-friendly interfaces GGG 15
educational resources I 13
virtual tours G 10
high quality images I 20
search functionality I 00
0 5 10 15 20 25 30 35

B “What features or functionalities do you find most valuable in digital museum collections?”

Figure 13: Desired platform features and functionalities, n = 41

Overall, “Search functionality” (29) and “high-quality images” (28) are the most asked-
for elements among the respondents of this survey (fig. 13). This highlights the need
for user-friendly interfaces to facilitate audience engagement on platforms such as
DigitaltMuseum, emphasising the importance of addressing platform dependency as a
critical aspect of platformisation (Pruulmann-Vengerfeldt, 2022). Developing and
maintaining user-friendly digital interfaces further enhances overall engagement with
digital museum collections, contributing to the accessibility and democratisation of

digital museum collections.
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5.2.2. Thematic Qualitative Analysis

The survey featured four open-ended questions, each intended to provide qualitative

insight into the themes being researched.

The question “What does ‘using digital collections’ mean to you?” was designed to
give insight into users' understanding of digital museum collections. On the one hand,
this question helped me understand the definition based on which users shared their

experiences and perspectives on digital collections. On the other hand, it highlights

some of the features people value the most.

The respondents were asked to write one to two sentences describing their

understanding of using a digital collection.

In total, 36 people responded to this question, while seven people did not give a

(useable) response (“no idea”: 2, “I don’t use it”: 1, No response: 4). Out of the 36

responses, six key themes emerged (Table 3):

Table 3: “What does ‘using digital collections mean to you?”

Theme Description Supporting quote Relation to Theory
(Convenience | convenience of “Having access to Democratisation
of) Access accessing museum | material without through increased
collections online going to the accessibility
(without the need to | museum.”
visit the museum
physically) “...but I consider it
a great and
accessible way to
See a museum
without the cost of
travel or even for
those who can't
physically travel.”
Interactivity | Emphasis on “I can browse & Platformisation:
and engagement with search museum making collections
Engagement | interactive elements | collectibles, view and relevant
of digital collections | images of them, information
(such as browsing with factual available on digital
and searching information & platforms
museum related stories.”
collectables, tour Democratisation
features, and “For me, using through user
websites) digital collections is | engagement
going to the website
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of a museum or
gallery and using
the tour feature.

.y

Preservation
and Sharing

Increased
accessibility of art/
media through its
preservation
(includes personal
digital storage,
sharing, and
viewing something
from a museum
that’s available

online)

“Saving pictures or
videos in my phone
gallery or in any app
saved box”

“Digitalising
museum material
and make it
accessible as a
digital archive.”

Democratisation
through increased
accessibility

Educational digital collections as | “(...) Butitisalsoa | Distributed Museum
and a valuable resource | great way for me as | (distributed learning
Inspirational | for research, a future teacher in networks),
Use information history to use for
gathering, may future students | Democratisation (of
inspiration, and when teaching education)
education (teaching) | different themes in
history.”
“That makes me
think that I’'m
referencing or using
pictures | found
online, through a
specific museum,
for a project or
paper.”
Visual Art focus on the visual | “That I look at artsy | Platformisation:
Consumption | aspects of digital images online, looking at
collections (looking | sometimes to collections on
at virtual versions of | determine whether | | digital platforms
museum objects) want to visit a
particular museum
or not, otherwise
just for fun.”
“It is a visual bank
of memories”
Social Media | use of social media | “1) objects that Platformisation and
and Digital and other digital belong to the distributed museum:
Platforms platforms to engage | collections in the adoption of social
with digital museums and are media platforms,
collections presented online via

digital methods; 2)
in social media the
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depictions of the
objects from the
museums'
collections.”

“Social media
profiles dedicated to
art that show
different paintings,
sculptures, a broad
range of
creativeness”

These definitions of “using digital collections” to the survey respondents emphasise the
value of educational material, high-quality images, the adoption of social media
platforms for increased access, and the desire for better opportunities for engagement
online. Relating these concepts that emerged from the analysis to theory, the
democratisation of cultural heritage in museums emphasises the role of museums in
preserving cultural diversity and transmitting knowledge, thereby fostering lifelong
learning (UNESCO, 2015). This is especially reflected in the themes of preservation
and sharing of cultural heritage, as well as making it widely available for educational
and inspirational use. Furthermore, the idea of convenience of access relates to the need
for broader public access, as described by Wilson-Barnao (2022). Platformisation
enhances this by fostering interactivity and engagement on digital platforms,
particularly in the consumption of visual art through social media (Nikolaou, 2024).
Meanwhile, the idea of a distributed museum integrates these elements, utilising social
media and digital platforms to extend educational and inspirational experiences beyond
the physical museum space (Bautista & Balsamo, 2011), thereby creating a more

connected and accessible cultural environment.

The prompt to the second open-ended question, “Do you have a favourite digital
museum or digital collection?” asked people to share the name or a link to their

favourite (digital) museum or collection and briefly explain why they like it.

The responses to this question gave me examples of “best practices” while also

providing further insight into what users value about digital collections with practical
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examples. In total, 15 (out of 43) people responded to this question. However, only ten

people gave a useable response, with the remaining five being something like “no, |

don’t”. The collections that stood out the most due to their relevance to the research

objectives are (Table 4):

Table 4: “Do you have a favourite digital museum or digital collection?”

their response
especially valued the
archive’s connection
to their online users
(“It is an archive,
however, they are
very good at blowing
life into their
collection and create
connection to their
online users.”)

media platforms for
community building
and audience
engagement

Name Description Relation to Theory | How this inspired
the design process...
Art21 non-profit Democratisation: Public engagement,
organisation with a increased access, community-based
mission to “educate public programs and
and expand access community
(...) through the engagement,
production of educational value
documentary films,
resources, and public
programs” (Art21,
n.d.)
Letterform | The person who Platformisation: Establishment of an
Archive named this archive in | adoption of social online community

(social media)

Metropolitan
Museum of
Art

The Metropolitan
Museum of Art was
mentioned as an
example of having “a
great database,
exhibition resources,
and open access
publications”

Democratisation:
open access
principles

Distributed museum:
different platforms,
and therefore
multiple entry points
to engagement with
the collection

Adoption of different
platforms, especially
social media, to
distribute the
collection
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The question “Do you have any criticisms or suggestions for improving the content

of digital museum collections?” generated 13 responses, of which six themes emerged

(Table 5).

Table 5: “Do you have any criticisms or suggestions for improving the content of digital museum collections?”

to engage with
objects on their own
terms, rather than
imposing top-down
solutions like
“personalised
collections”,
crowdsourcing

the people to engage
with these objects on
their own terms.
However, my
personal perceptions
is that museums
rarely dare to take
that participatory
opportunity all the
way and instead have
top-down solutions
like "personalised
collections" (...).”

Theme Description Supporting quote Relation to theory
Access and Criticism of the “Museums and Democratisation
Distribution | restrictions placed on | archives should not
the distribution and restrict the
use of digitised distribution and use
materials suggests of materials they
that museums and have digitized at
archives should not taxpayers' expense
limit access to with overzelous
materials digitised at | licensing, copyright,
taxpayers’ expense etc.”
User need for a better user | “Maybe when Platformisation,
Experience | interface and more searching for items, | challenges of
use of social media, | which may platform dependency
e.g. improving search | sometimes be tricky
functionality in terms of how the
museums choose to
operate how to
search for items in
their collections
(...)”
Engagement | suggestion that “(...) I think digital democratisation,
and digital collections collections really distributed museum,
Participation | should invite people | open up for inviting | audience

engagement,
participatory
opportunities, co-
creation
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Content and

desire for more

“] like to read about

contextualisation of

Direction

experimental nature
of digital collections
makes them seem
like an afterthought
and lack a clear
purpose or direction

Information | comprehensive the background of objects (relates to
information about each art, the creative | Tuveros’ statement
each art piece, such | process and for addressing
as the background, example the state of | contextualisation)
creative process, and | mind of an author
the author’s state of | when the piece was
mind when the piece | created and
was created sometimes it is

missing”

Promotion more advertisements | “More ads where to distributed museum,

and and public relations | find them” beneficial in

Awareness/ | efforts to increase increasing visibility

Visibility awareness of digital
collections

Purpose and | The fragmented, “They seem like an critical dimensions of

afterthought. Those |
have seen does not
seem to know why
they exist or have a
purpose in mind.”

platformisation,
challenges of
digitalisation

For the design process, this survey data implies the users’ desire for interactive and

participatory opportunities in digital museum collections, which relates to the idea of a
democratic museum that is characterised by participation, engagement and open access
principles (Wilson-Barnao, 2022). This includes the need to promote digital collections
to increase visibility and awareness surrounding them and to increase the accessibility
of collections. The presentation and promotion of collections across various platforms
further relates to the concept of a distributed museum, as described by Dziekan and
Proctor (2019).

Respondents also called for educational material and information that contextualises the
object, highlighting the need for contextual information to supplement the content
presented on DigitaltMuseum. This represents the challenge of platform dependency, as
mentioned by Pruulmann-Vengerfeldt (2022) as a challenge in platformisation, as
museums depend on digital platforms to facilitate user engagement. Due to Hallands

Konstmuseum being bound to DigitaltMuseum to present its collection, facilitating this
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additional information about the museum’s artefacts is essential to user engagement and
the distribution of knowledge, which the UNESCO (2015) identifies as essential factors

in museum democratisation.

The last qualitative question, “Do you have any additional comments or feedback

about your experience with digital museum collections?” intended to allow the

respondents to express any other thoughts they might have that they could not address

in the previous questions. This question generated seven responses, out of which five

themes emerged (Table 6):

Table 6: “Do you have any additional comments or feedback about your experience with digital museum

collections?”

Theme Description Supporting quote Relation to theory
Social Appreciation for “I like when distributed museum
Media museums posting museums post and platformisation:
Engagement | content on their something on their social media
social media pages social media page - a | audience engagement
lovely distraction
from daily routines
and a reminder to
slow down for a sec.”
User Criticism on the “(...) A cumbersome | Platformisation:
interface cumbersome interface means | am | platform dependency
interface of digital very unlikely to
collection platforms | return to the service.”
Educational | Emphasis on the “(...) | think that Distributed museum:
Potential educational value of | digital museum Learning and
digital collections, collections can bring | education,
especially in bringing | some enthusiasm in | engagement
enthusiasm to the students in for
students example seeing
historical items from
the time we are
discussing in history-
class.”
Resource Criticism of the high | “I’ve observed digital | critical dimension of
Allocation investments without | collections efforts platformisation: high
and significant observable | sucking up resources | cost of digitalisation,
Measurable | outcomes without measurable platform dependency
Results results.”
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Limited Criticism of the low | “Very frustrating that | challenges in
Availability | number of digital some museums just | digitalisation:
content available have a handful of democratisation,
objects online!” platformisation, lack
of comprehensive
access

These responses contribute to the development of action proposals for Hallands
Konstmuseums’ digital collection management by suggesting that more transparency,
especially about the resources being used, is needed and that digitalisation needs to
happen more comprehensively rather than only offering a small number of objects
online. The limited availability of museum objects online presents a key challenge to
democratising cultural heritage, as museums hold authority over public opinion and
experience through the curated presentation of knowledge (Pruulmann-Vengerfeldt,
2022). Only presenting a small number of objects online may trigger concerns
surrounding the issue of representation, which is why Andermann and Arnold-de Simine
(2012) call for the inclusion of a more diverse set of narratives within the new,

democratic role of the museum.

5.3. Presentation and Analysis of the Interview

The interview questions covered the participant's background, the museum's objectives
and gap analysis, the digital collection development process, and the user engagement
and audience analysis (Appendix 1). The questions surrounding the topic of “museum
objectives and gap analysis” explored the museum's motivations for developing a digital
collection, the current state of the digitalisation process, the gap and limitations in its
current digital strategy, the challenges the museum is facing or has previously

encountered, and its broader mission and goals.

Tuveros explained that by developing and presenting its collections online, the museum
hopes to reach new visitor groups and establish the museum in the art museum
landscape in Sweden. This is especially important due to its unique position as an art
museum in the Lansmuseer context, in which most other museums focus on local
history. The museum further faces challenges in deciding what to digitise first, dealing

with limited resources, and making the digital collection user-friendly. To present their
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collection, Hallands Konstmuseum uses the DigitaltMuseum platform, which, due to its

background functions in a platform called “Primus”, is a good tool for museum work

but may not provide the best user experience. Relating to the questions on the current

state of digitalisation within the museum, Tuveros stated that the museum has so far

digitised about a quarter of its collection, with copyright restrictions

(“Bildupphovsritt”) being the main challenge and the reason why not all items can be

shown online.

The questions in the last part of the interview, user engagement and audience analysis,

addressed topics such as the target audience of the digital collection and the ways in

which the museum hopes to engage its audiences. This led to the identification of two

target audiences: “old” visitors who already have a relationship with the museum and

“new” visitors, a new group of people with an interest in art especially. Tuveros

expressed that by developing the digital collection, Hallands Konstmuseum hopes to

reach the following goals:

Table 7: Presentation of the Goals identified during the interview with Annelie Tuveros

Goal

Supporting quote

Establish itself as an art museum in
Sweden

“And that's why the collection and the
digital one is very important for us
because we need to reach out as an art
museum, and we need to establish the
museum in Sweden. With all the other art
museums. Instead of the historical ones.”
(00:04:45)

Retain old audiences

“...the historic, old visitors, which kind
of partly left us because now we have the
focus on art.” (00:04:45)

Attract new users, especially a global
audience

“I think that we need to just add new
visitors but also make the museum visible
in the broader sense as an art museum.”
(00:57:46)

User-centrism: Focus on the visitors
rather than the professionals

“So we have to establish the museum in
another way, because most museums
today focus on the professionals for the
digital information.” (00:07:50)

Contextualize the artwork in the museum

“I think we want to use it to create a
context for our items if I look at it from
my side.” (00:24:53)
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Open Access

“...we need to reach another audience
and show our collection in a more open
way.” (00:11:30)

However, the museum is facing challenges in digitalising its collections, which Tuveros

has identified as:

Table 8: Presentation of the Challenges identified during the interview with Annelie Tuveros

Challenge

Supporting quote

High cost of digitalisation

“(...) So we can't actually show
everything we have because it's too
expensive.” (00:13:48)

Issue of Ownership: Bildupphovsritt

“You have to pay an organisation in
Sweden. In both the digital and in, if you
do some publications. So we can't
actually show everything we have
because it's too expensive.” (00:13:48)

Large number of artefacts that need to be
digitised: Time intensive, lack of
resources

“But that's the big problem, because from
Riksantikvariedmbetet, and from other
parts, they want us to digitalise
everything. And then you have a work for
40 years.” (00:30:22)

Issue of Prioritisation: How do we decide
what should be prioritized?

“And that's our responsibility. What
would we manage to inform next
generations about history that is gone?”
(00:51:31)

Platform Issues: Lack of user-friendly
interfaces

“And the digital museum, you can put
everything in there in both archive and
you can have old pictures and you can
have objects and you can have art and
you can have... So it's quite, yeah. It's
not the best way to show it, but a lot of
museums use this platform for it.”
(00:17:15)

“need programmes that are more... easier
to work with and easier to show”

(00:47:08)

Platform Issues: Large data loads

“But they (the data) are too heavy for
most of the digital programmes we use
on the platforms for collections”
(00:47:08)

Question of relevance: Contextualisation

“(...) But then you don't have any other
information about it. So this is the big
discussion right now in the museum
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(00:44:04)

world: Is it of any use to publish it?”

“...we can't just start (digitalising the art)
in numbers and go, because we have to
make them in context. Otherwise it's not
useful.” (00:30:22)

These challenges and goals help guide the design of recommendations for Hallands

Konstmuseum, as they highlight the factors that need to be considered to ensure the

relevance and feasibility of the solutions.

5.4.Integration of the Quantitative and Qualitative Data

Several themes emerged consistently and can be highlighted across the complete survey

responses. These themes include the value of social media in museum communication,

the need for increased access to a broader audience, the educational potential of digital

collections, the necessity of user-friendly interfaces, the desire for participatory

opportunities, and the lack of visibility and availability of digital collections.

Therefore, the process of designing recommendations in the form of action proposals

starts with integrating this survey data with Hallands Konstmuseum’s needs, as

identified in the interview (Table 9).

Table 9: Integration of interview and survey data

Challenge based on
interview

Solution based on survey
results

How should the museum
do that?

What do users want to
see?

Art: paintings and
photography

Community-driven
projects to determine
prioritisation, input from
the users (feedback loop?)

What should be preserved
for the future?

Based on local or unique
heritage

Community-driven
digitalisation projects,
collaborations

How do we prioritise?

User-centric approach:
based on their interests

Digitalise according to
user interests: Community-
driven digitalisation

How can we increase user
engagement?

Creation of participatory
opportunities, especially

Community-driven
digitalisation, participatory
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crowdsourcing, co-
creation, and collaboration
(rather than top-down
solutions)

opportunities,
crowdsourcing projects,
feedback loops

How can we use the
DigitaltMuseum platform
better?

Make it more user-friendly
and collaborative, promote
it more,

Increase search
functionality

encourage users to use the
comment function, make
the descriptions of the
objects more “thought-
provoking”

categorise objects, make
use of DM’s affordabilities
(e.g. create folders based
on user interests)

What platform
functionalities are most
important to users?

Search functionality and
high-resolution images

Better use of
DigitaltMuseum:
Categorise objects to
improve searchability

(tags)

How should the content be
distributed?

Social media as a
significant missed
potential

featuring the collection on
social media channels

Why are people not
engaging much right now?

Lack of awareness: need
for higher visibility (e.g.
on the museum website),
more PR

featuring the collection on
social media channels,
clearly linking to
DigitaltMuseum

5.5. Identification of Requirements

The analysis of the empirical data, the interview, and the user survey has identified the

action proposals’ requirements.

According to Hallands Konstmuseum, the requirements can be summarised into a few

themes. Engaging various audience groups, with a focus on attracting new audiences to

the museum'’s digital collection, is one of the main goals that the museum hopes to

achieve, which is why the digital collection needs to be more accessible to a broader

potential audience. This increased visibility and access is also reflected in the need for

the collection to help establish Hallands Konstmuseum as an art museum in Sweden.

Due to the limited resources, the solutions must be cost and time-effective.
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Based on the survey data, the main requirements for the solutions address the need for
increased accessibility by providing different access points, which would also benefit in
making the collection more visible. Survey respondents highlighted social media as a
key factor in their engagement with museums, as well as the adoption of user-friendly
interfaces and especially search functionality. Other requirements are a clearly defined
purpose and goal, transparency in the process, and participatory opportunities.

Riksantikvariedmbetet, as the regulating agency in implementing the laws that are
decided upon by the government, has published a set of “Principles for working with
digital cultural heritage” (Principer Fér Arbetet Med Digitalt Kulturarv, 2024). The

requirements that need to be considered in my design process are:

Steer
* Principle 1: Digitalisation must be controlled by management.
» Principle 2: The institution must be responsible for metadata
» Principle 3: Digitalisation projects must be followed up
Produce
* Principle 4: Resources must be used efficiently

* Principle 5: Use open standards

Use

* Principle 6: Make digitised material available

* Principle 7: Text resources must be machine-readable

* Principle 8: Should be easy to use

* Principle 9: Expired copyright

* Principle 10: Link information

* Principle 11: Semantic descriptions

* Principle 12: Collaborate on the information
Preserve

* Principle 13: Strategy for conservation

* Principle 14: Describe the digitisation efforts

Considering all the different requirements that the solutions should have led to the

development of these action proposals:
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5.6. Action Proposals for Hallands Konstmuseum
5.6.1. Increased Social Media Presence

The theme of social media as an essential aspect of digital collections was highlighted
frequently across the survey. Survey respondents highlighted the role of social media
both when asked about what “using digital collections” means and in the identification
of access points. This finding is backed up by various literature in museum studies, such
as Nikolaou’s (2024) description of the integration of various digital platforms into
museum operations as a key element of platformisation. Hackney and Pickard (2018)
describe the value of digital platforms in creating meaningful dialogue as they can allow
users to share their perspectives. These ideas highlight the impact of social media usage

on democratising cultural heritage and museum collections through increased access.

For Hallands Konstmuseum, an increased presence on social media platforms may
facilitate the formation of engaging online communities, especially due to the two-way
communication with followers (Berg, 2024). This community aspect was highlighted in
the user survey, where a respondent named the “Letterform Archive” as a good example
due to its ability to create a connection to their online users. The desire for online
communities was also highlighted in the context of COVID-19 (Wilson-Barnao. 2022),
during which people sought out new avenues of “belonging” to counter the contact
restrictions. Secondly, the presentation of digital collections on social media platforms
can increase their visibility (Berg, 2024), with the lack of awareness about digital
collections being a central issue identified in the user survey. Posting aspects of the
collection would, therefore, reach and engage new audience groups. This relates to the
goal of addressing new audience groups that Hallands Konstmuseum, which Tuveros

expressed that they were striving towards.

The Facebook and Instagram accounts of Livsrustkammaren serve as a great example
for presenting objects or artworks from the collection on social media in a fun and
engaging, “lighthearted” (Berg, 2024) way. They often present their collection in the
format of memes, by following current trends, connecting their collections to pop
culture, or by serving snippets of knowledge based on the current date, therefore
appealing to a broad audience. Virmlands Museum has leveraged its social media

platforms for visitor engagement by offering “Digital Creator Mondays,” in which the
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public is encouraged to follow a video tutorial for a specific craft and share their
creations making use of a correlating hashtag. This example presents an opportunity for
engagement through social media platforms and the potential formation of an online
community through social sharing. I, therefore, suggest that Hallands Konstmuseum use
its existing social media accounts to feature artworks from its collection. Presenting the
art in a lighthearted, fun, and engaging way, taking inspiration from Livrustkammaren,
would capture the attention of social media users. A short educational segment in the
caption, like a “fact of the day”, coupled with a reference to the digital collection of

DigitaltMuseum, would then direct the viewer towards that, creating a user flow.

5.6.2. Prioritisation through Community-Driven Digitalisation

In the interview, Tuveros mentioned the lack of knowledge about the users’ interests and
the need to prioritise due to the large number of objects combined with limited
resources, which are critical challenges in Hallands Konstmuseum’s digitalisation
efforts. In the user survey, respondents expressed a desire for participatory
opportunities. The theme of community collaboration and participation is also
highlighted in literature and theory, such as Cameron's (2021) description of fostering
collaborations with community stakeholders to address the challenges and opportunities
of platformisation. Tuveros also identified the challenge of prioritising what to digitalise
due to the large amounts of data. This prioritisation was suggested to happen according
to “what the users ask for,” which is currently done by evaluating users' emails and
contact with the museum. However, this does not provide a holistic insight but only
singular perspectives, which is why a broader insight into the target audience's interests

and needs is necessary.

Combining the challenge of prioritisation that Hallands Konstmuseum is facing with the
users’ desire to co-create, therefore, led to the development of the second action,
prioritisation through community-driven digitalisation. Involving the community (in-
person and virtual) in the digitalisation process allows them to participate and decide
what to work on based on their interests. For Hallands Konstmuseum, this action would
provide them with insight into the users’ interests, which can guide the prioritisation

decisions, and also give them people to help out, which would combat the issue of
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having limited resources. One survey respondent criticised the top-down approach of
current participation in digital museum contexts, arguing that “museums rarely dare to
take that participatory opportunity all the way and instead have top-down solutions”.
“Truly” participatory opportunities, addressing the question of how the museum can
involve its audience in decision-making processes, could be projects such as
collaborative digitalisation workshops or the implementation of a Community Advisory
Board.

Involving the community in the digitalisation process can also help because they could
provide more anecdotal data about the objects and help the museum figure out how to
prioritise to ensure the digital collection is relevant to its target audience. Increasing
collaborations with institutions such as schools or other cultural organisations, as
suggested by Cameron (2021), could provide valuable insight into the users’ needs,
which could assist in the prioritisation decision-making process. The Smithsonian
provides an example of community-driven digitalisation, offering an interactive
approach to its exhibition design through the involvement of the public through
volunteer work (Stromberg, 2013). Through a volunteer website, people can contribute
by executing tasks that the museum has published, such as transcribing journals
(Stromberg, 2013). Due to the limited resources that Hallands Konstmuseum has
available, establishing an elaborate volunteer platform such as the one Smithsonian has
is not realistic. However, certain aspects, such as the contribution of volunteers to the
digitalisation effort, can be adopted, similar to the idea of crowdsourcing to supplement

the information currently available about the objects in the collections. Other ideas are:

- Collaborative Workshops:

» Prioritisation Sessions: Host workshops where visitors, local artists, and
community members discuss which collections or themes matter most to
them, or even participate in the digitalisation work.

- Online Surveys and Polls:

= Digital Engagement: Create online surveys or polls on the museum’s

website or social media.
- Community Advisory Boards:
= Representative Voices: Form advisory boards with diverse community

members to seek input on museum priorities, outreach, and inclusivity.

74



5.6.3. Increased Collaborations

In the interview, Tuveros mentioned collaborations with other small art groups or
researchers as a valuable resource for the museum to assist in its digitalisation process.
As suggested by Cameron (2021), collaborations with other organisations in the
technological or cultural sector can benefit the museum. Proctor (2017) further calls
collaboration one of the key principles of the distributed museum. In their plan for
museum digitalisation, Riksantikvariedmbetet suggests collaborating to gather
information as a principle for working with digital heritage (Principer For Arbetet Med

Digitalt Kulturarv, 2024).

Partnering with digital experts, archivists, and preservation specialists to share
knowledge and practices on efficient and effective digitisation processes could benefit
the museum by potentially accelerating the digitalisation of their artefacts. Institutional
collaborations with other museums, libraries, and archives hold the potential of sharing
digitised content through joint initiatives and cross-promotion. This would hopefully
increase the number of people engaging with the digital collection and help establish
Hallands Konstmuseum in the Swedish art museum community, which was also a goal

that Tuveros identified.

As mentioned in the identification of best practices across literature (Table 1), GLAM
Labs take a collaborative approach to museum digitalisation by offering a network of
cultural heritage organisations to share practices (Wilson-Barnao, 2022). The British
Museum, on the other hand, collaborates with cultural groups to create exhibitions
(Pruulmann-Vengerfeldt & Runnel, 2018). For Hallands Konstmuseum, the Ldnsmuseer
context offers a variety of museums with which to collaborate to exchange best
practices. Collaborations with schools could be equally beneficial, as there is the
potential to offer workshops or courses to introduce people to museum digitalisation.

This way, these schools could adopt smaller projects to progress museum development.
5.6.4. Impact Measurement through Implementation of a Feedback Loop

The high cost of digitalisation, as identified as a challenge by Tuveros and various
literature, is a common point of criticism. As one survey respondent criticised, digital
collection efforts often use up significant resources without producing measurable

results. Furthermore, Tuveros mentioned how the museum lacks insight into the user's
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needs and preferences, and with the constant emergence of new practices and
technologies, these needs may change quickly. An ongoing development effort, guided

by user feedback, is therefore necessary.

Based on survey and museum feedback that digitisation uses many resources without
measurable or visible results, implementing a feedback loop could provide transparency
on resource use, creating trust between the museum and its visitors. This
communication could lead to a better online community and more user engagement and

retention, benefitting the museum in the long run.

This transparency could be achieved by sharing the decision-making process and
explaining how prioritisation decisions are made in the museum. Involving the users by
giving them an opportunity to provide feedback, such as in the comment sections of the
digital collection, on social media, or in a designated section of the museum website,
could make them feel part of the museum. Regularly updating visitors and online users

on the progress, such as through social media posts, can provide transparency.

The easiest way to collect feedback would be to encourage people to share feedback,
thoughts, or information in the comments of DigitaltMuseum and on the museums’
social media platforms. Designated posts could be created to provide a space for
feedback, to which the public could respond by commenting, serving as a type of
“forum”. These feedback-collection-posts could be inspired by fun and engaging

prompts and look something like this (fig. 14):

Curator for a Day... #FeedbackFriday

- What do you love about our digital
If you could add one piece to our collection, and what can we improve?

digital collection, what would it be?

Figure 14: Examples for feedback posts on Hallands Konstmuseum s social media pages
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5.6.5. Crowdsourced Metadata Enhancements

According to Tuveros, Hallands Konstmuseum hopes to contextualise its digital objects
to ensure their useability, so it needs to provide more detailed information in the
descriptions of the objects in the collections. At the same time, survey respondents have
indicated that they would enjoy more opportunities for participation and engagement.
Furthermore, accurate descriptions, provenance, and contextual information enhance

accessibility.

Involving the community by crowdsourcing metadata enhancements could be a
collaborative approach to contextualising the museum’s collection. Collecting all that
data can be challenging and time-intensive, which is why involving the community

would also benefit the museum as it would take some work off of them.

Acting as an example of crowdsourced data, Visternorrlands Museum has established
its own organisation called “Mitt Visternorrland”, which encourages people to share
their own photos matching topics or prompts to preserve local cultural heritage
(Visternorrlands Museum, n.d.). Several museums in the Lidnsmuseer-context, such as
Ostergdtlands Museum, have established a designated section on DigitaltMuseum in
which they ask the public to help identify particular images, places, or people. In the
comments of the individual images, people can then share their knowledge, contributing

to contextualisation of these objects.

A straightforward approach to crowdsourcing data would be to encourage people to use
the comments function on DigitaltMuseum to share what they know. Another option
would be to encourage users to add tags, which would operate in accordance with

DigitaltMuseum's functionalities (fig. 15).
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DigitaltMuseum gives access to

107 86,543 366 105 2,558,736 1,618,529 76,688

collections names exhibitions museums photographs things artdesign

47,077 91 5,926 619 377 2,017 1,073
fineart architecture buildings articles investigations folders media

Figure 15: Types of content that are published on DigitaltMuseum. Via DigitaltMuseum.se.

Alternatively, a designated “contact line” where they can share their knowledge or
anecdotal data could be established. This designated contact could be either an email
address prominently featured across the digital collection or a form that people access

digitally.

5.6.6. Use of DigitaltMuseum'’s Affordances

Tuveros mentioned operational issues concerning the platform on which the collection
is presented as a challenge that Hallands Konstmuseum is hoping to address,
emphasising the need for “programmes that are more... easier to work with and easier
to show” (Tuveros, 00:47:08). As the survey data indicated, the lack of user-friendly
interfaces often deters users from engaging with the collection. Various literature, such
as Villaespesa (2019) and Axelsson (2019), also emphasises the value of user-friendly

interfaces in increasing accessibility, making museum collections more democratic.

As the survey results showed, people also hoped for increased visibility and awareness
that these collections exist. Currently, Hallands Konstmuseum’s digital collection (on
DigitaltMuseum) is quite hidden and not at all easy to find on the website, with there
being only little indicator on their social media platforms either. Visibility therefore

needs to be improved.

Hallands Konstmuseum could adopt various actions to fill these gaps. Organising

content into thematic collections based on user interests would make the
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DigitaltMuseum interface easier to navigate, and the user would be able to discover new
artworks more easily based on their interests. This could also include using tags as a key
feature of DigitaltMuseum (fig. 16), as currently, Hallands Konstmuseum has labelled
most digital content as “thing.” Furthermore, the contextualisation of the digital content
is essential to preserve its educational and informational value, which is something that
Ostergétlands Museum has achieved by integrating the content on DigitaltMuseum into
a website-based experience. This website-based collection makes use of different

formats, such as blog posts and videos, to connect various artefacts into themes.

Within Hallands Konstmuseum, the visibility and awareness surrounding their
collection can be improved by featuring the link to the digital collection more

prominently on the website, such as in the taskbar (fig. 16).

Hallands @
Konstmuseum
Besok oss Utstallningar Program Utbud skola Hallandsgarden Samlingen Om museet -] Q

Figure 16: Proposal for an added option at the Taskbar.

In the survey, people further indicated that they appreciate search functionality. This
could be improved by adding the relevant tags to the content (fig. 16), rather than
calling everything a “thing”. The creation of thematic collections could highlight
relevant content. These collections could be based on the user's interests, which the
survey data identified broadly as “paintings” and “photography”, or on current or
trending topics and events, for example, creating a collection of all the artworks
depicting sports in line with the Olympics that are happening currently. This orientation
on trends can increase traction for the museum's collection, as people are more likely to
discover it due to their search patterns, and especially the algorithmic functions of social

media platforms suggesting relevant content to its users.
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6. Conclusion

Referring back to the first research question on the challenges museums face when
digitalising their collections, this study found that museums face significant barriers,
both worldwide and locally in the context of Hallands Konstmuseum. The lack of
knowledge and skills, particularly due to the rapid development of new technologies,
poses a challenge to museum professionals as they have to navigate the complexities of
these technologies. Furthermore, the cost of digitalisation, in combination with a lack of
resources in the public museum sector, limits the museums' practices. However, digital
museum collections hold great potential for society, highlighting the need for increased
accessibility of museums. The museum’s role in facilitating informal education holds
the potential to positively impact the broader society by making knowledge more
accessible and democratic. As users interact with digital museum collections differently,
museums must responsibly navigate their digitalisation practices by adopting a user-
centric approach when developing their collections and programmes. While museum
professionals may use them for a specific research purpose or for collection
management, the broader public, which can be defined as “nonspecialist users”, tends to

engage with these collections for enjoyment or inspiration.

Analysing the examples of various different museums, both worldwide and in the
Swedish Liansmuseer context, has inspired the design process for action proposals that
are designed for Hallands Konstmuseum. Museums such as the MET, the Tate Modern,
or the decentralised GLAM Labs present different principles such as open access
policies, collaboration, and user engagement. Taking a user-centric approach to studying
the development of Hallands Konstmuseum’s digital collection, I first interviewed a
museum professional to understand their challenges. Then, I conducted a survey to
understand the users' perspectives, especially the factors that influence user engagement
and satisfaction. The findings of this survey, combined with identifying best practices in
literature and considering the limitations and challenges that Hallands Konstmuseum is
facing, inform the development of action proposals. Actions such as increased social
media access, community-driven digitalisation, crowdsourced metadata, or
collaborations with other relevant organisations are intended to increase audience
engagement, aiming to fulfil the museum’s goal of attracting a new group of users and

establishing itself as an art museum in Sweden.
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Academia can be a very theoretical and exclusive field, which is why I valued the
opportunity to work on a real and current project, giving my research a purpose. As this
research was conducted in collaboration with Hallands Liansmuseer, the relevance of the
findings to the museum itself is apparent, with the action proposals that were developed
being tailored to its needs. While I did conduct my research on a museum within a local
Swedish museum administration, and therefore the suggested solutions are quite
targeted at the museum and its audience’s needs, the study's main findings can be
applicable to other museums, due to the data being collected from a broad set of

respondents, rather than the visitors of Hallands Konstmuseum exclusively.

However, due to the sampling methods I selected for this study, certain limitations arise,
demonstrating the lack of generalisability. As mentioned in the description of the
demographic survey data, the most frequent themes among respondents were aged 25-
34, female, currently residing in Sweden, and possessing a university degree. This
corresponds with my own position as a researcher, highlighting the sampling bias that
can occur when selecting convenience sampling as a method. Therefore, the data does
not provide an accurate insight into a more general population; however, this was also
not my intention as I tried to study the audience relevant to Hallands Konstmuseum
using an interpretative paradigm. Besides the sampling bias, which is a limitation of this
study, the time constraints of this thesis prevented me from testing the proposed

solutions.

While this lack of testing and further development, which is usually an element of
design thinking, poses a limitation, it also opens an interesting avenue for future
research. Basing this future research agenda on the idea of impact measurement,
conducting user research after the implementation of the solutions proposed in this
thesis can offer insight into their efficiency and highlight further challenges that I might
not have been able to identify now. Another avenue for future research would be an
analysis of user perspectives across the entire Ldnsmuseer context, distributing the
survey exclusively within museums. By picking multiple regional museums across
Sweden to participate in this research, rather than only one, I would hope to get more
responses that provide insight into the perspectives of Swedish museum visitors. A
comparison of these findings with the ones from this thesis could then contextualise the

results, and in the best case, validate them.
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8. Appendices

Appendix 1: Questions guiding the interview with Annelie Tuveros, director of

exhibitions at Hallands Konstmuseum

Participant Background:

1.

Can you please provide a brief overview of your role and responsibilities at the

museum?

Museum Objectives and Gap Analysis:

2.

What motivated the museum to embark on the development of a digital
collection?

What’s the current state of the digital collection-project

Are there specific gaps or limitations in your current digital strategy/ collection/
outreach efforts that you hope the research surrounding a digital collection will
address?

How does the development of a digital collection/ user experience fit into the
broader mission and goals of the museum? What benefits do you hope to see?
Can you elaborate on any challenges or obstacles the museum has encountered

in the process of developing the digital collection?

Development Process:

7.

What steps or considerations are involved in curating and digitizing items for the
collection?
How do you prioritize which artifacts or materials to include in the digital

collection?

User Engagement and Audience Analysis:

9.

Who are the primary intended users or audiences for the digital collection?

10. How do you anticipate users will engage with and benefit from the digital

collection?
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11. Have you conducted any user research or audience analysis to inform the
(initial) development of the digital collection? If yes, can you give me an
overview of the progress/ findings?

12. How do you plan to measure the success or impact of the digital collection on

users and museum outreach efforts?
Closing:

13. Is there anything else you would like to share about the development of the

digital collection or the museum's initiatives?
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Appendix 2: User Survey Questions (“User Perspectives on Digital Museum

Collections™)

Demographic Information

Have you ever visited Hallands Konstmuseum in Halmstad, Sweden? (*this
question was only asked in the survey that was distributed in the museum
context)

I Yes

(] No

1. How old are you?
Under 18
18-24

25-34

35-44

45-54

55-64

65 or older

I e O A N A O

2. Gender
[1 Male
Female

Non-binary/ Other

(0 I N

Prefer not to say

3. What’s your education level? Select the highest form of degree you possess.
"1 High School or equivalent

Bachelor's Degree

Master's Degree

Doctorate or other advanced degree

O o 0o O

Other (please specify)
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4. What is your current occupation? (open text)

5. What is your current country of residence?
1 Sweden
[l Other (please specify)

User Preferences, Behaviours, and Motivations

6. How often do you engage with museum-related content on digital
platforms? This can include following and consuming museums' content on
social media, but also museum platforms (websites, digital collections, ...)
directly.

"1 Several hours a day

Daily

Weekly

Monthly

o o O o

Rarely

7. What does “using digital collections” mean to you? (open text)

8. How frequently do you use digital museum collections?
"1 Daily

Weekly

Monthly

Rarely

O O O O

Never

9. What are the primary reasons you use digital museum collections? (Select
all that apply)
71 Personal interest
'] Education

[1 Research



[1 Professional use
[l  Entertainment

(1 Other (please specify)

10. How do you typically access digital museum collections? (Select all that
apply)
1 Museum Websites

Search engines (e.g. Google, Bing, ...)

Social Media

Online Databases

[0 I I

Other (please specify)

User Interests

11. What topics or subject areas would you be most interested in seeing
included in a digital museum collection? (Select all that apply)
T Art

(Natural) History

Science and Technology

Culture and Ethnography

Archaeology

Transport

Music

Fashion

Food

N T e O I I N A

Other (please specify)

12. What types of art would you be most interested in seeing included in a
digital museum collection? Please select all that interest you
"1 Painting
Tl Sculpture
'] Print
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Photography

Textiles

Ceramics and Pottery
Regional/ Folk Art
Art History

O o o o o o

Other (please specify)
Satisfaction and Feedback

13. How satisfied are you with your overall experience using digital museum

collections?

Very Dissatisfied O O O O O Very Satisfied

14. What features or functionalities do you find most valuable in digital

museum collections? please select a maximum of 3

'] Search functionality (e.g. search by keyword, name, time period, category,

.2

"1 High-quality images (high-resolution images of artworks or artifacts for
detailed examination)

"1 Virtual tours (e.g. Interactive virtual tours, 360-degree views that simulate
the experience of exploring a museum space)

"1 Educational resources (e.g. audio guides, video lectures, articles, interactive
timelines providing context)

'] User-friendly interface (intuitive, easy to navigate)

"1 Personalization options (e.g. create personalized collections, save favourite
artworks, or receive recommendations based on the users interests and
browsing history)

'] Multimedia content (e.g. integration of audio, video, animations, interactive
elements)

'] Accessibility features (e.g. screen reader compatibility, text-to-speech

options, and adjustable font sizes)
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"1 Social sharing (e.g. integration with social media platforms allowing users to

share favourite artworks, exhibitions, or experiences with friends and
followers)

1 Interactive exhibitions (e.g. Storytelling experiences, games, immersive
narratives)

'] Collaborative features (e.g. opportunities for user-generated content,
participatory content, comment sections)

(] Mobile compatibility

15. Do you have a favourite digital museum or digital collection? Please share
the name of the museum or a link to the collection, and a brief explanation of

why you like it.

16. Do you have any criticisms or suggestions for improving the content of

digital museum collections? (open text)

17. Do you have any additional comments or feedback about your experience

with digital museum collections? (open ftext)
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